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General Introduction
MARTIN CROPP
KEVIN LEE
Few would deny that a proper assessment of tragic drama is central to our
attempt to understand the life and culture of fifth-century Athens, and that
we can find in the work of Euripides the most challenging and varied
reflection of tragedy's role in shaping and echoing the preoccupations of the
contemporary polls. It is not surprising then that in recent decades the plays
of Euripides have been the subject of intense research. New texts and
commentaries have been produced, and a vast amount of work has been done
on the themes, form and performance of the plays as well as the broader
issues of their connections with religion, ethics, politics and society. As
our plans for an international conference on Euripides and the theatre of his
time began to take shape in early 1997, we thought that the approaching
turn of the century would provide a suitable and auspicious occasion for
reviewing and synthesizing progress in research since the 1960s, for
discussing conclusions, perceptions and emphases, and for seeking directions
for the work of the next generation of scholars and students. The spring of
1999 seemed an appropriately Dionysiac time, and the pine-covered
mountain slopes of Banff an appropriately Dionysiac setting, conducive also
to productive axoXr).
In order to provide focus, breadth and coherence in the program, and to
encourage advance preparation through e-mail contacts amongst the
participants, we chose four topic-areas as representing the main streams of
current research: Tragedy and Other Genres, Production and Staging,
Religious and Mythological Elements, Audience and Community. We then
asked four leading scholars—Donald Mastronarde, Eric Csapo, Christian
Wildberg and Edith Hall (who for personal reasons later passed on her duties
to Judith Mossman)—to coordinate sections of the program based on these
areas and invite a few others to read papers and lead discussion in these
sections. This they did to excellent effect; invitations to a limited number
of speakers were issued, and a subsequent general call for papers led to the
selection of a further group of participants. Thus a program of thirty-seven
papers for oral delivery emerged, with a further ten to be presented in written
form and read by title. (The complete program and abstracts can be seen on
the Worldwide Web at http://www.ucalgary.ca/glah/conference/titles.html.)
Current interest in and enthusiasm for Euripides' work is reflected in the fact
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that a further forty registrants participated in the conference. While the
majority of those attending naturally came from North America, the total of
nearly ninety registrants included scholars from Australia, New Zealand,
Japan, and eight European countries.
The conference opened on 13 May 1999 with a keynote address by
Helene Foley of Columbia University, and closed on the morning of 16
May with a summation and discussion by Jan Maarten Bremer of the
University of Amsterdam. On the afternoon of 16 May many participants
travelled to the University of Calgary where the Department of Drama
presented a lively and innovative performance of Euripides' Electro directed
by MFA candidate Lawrence Leong under the supervision of Barry Yzereef.
This was preceded by a short public colloquium on the production of Greek
tragedy in the ancient and modem theatre presented by conference delegates
Toph Marshall, Sallie Goetsch and David Raebum, and facilitated by MFA
candidate Charleen Wilson.
As the conference closed, the organizing team gladly accepted the
suggestion of David Sansone that papers from the conference should be
published in a special volume of Illinois Classical Studies, and his generous
offer to join in the editorial work. Inevitably, not all of the papers have
been included; a number will appear, or in one or two cases already have
appeared, elsewhere. One consequence of the transition from conference
program to published volume is that we have reorganized the original four
sections into three: Tragedy and Other Genres, Myth and Religion,
Performance and Reception. Some of the papers from what was the
Audience and Society section now appear in each of these. Judith Mossman
gave valuable assistance in the assessment and selection of papers from this
section. Each of the resulting three sections in this volume begins with a
coordinator's introductory survey of the section as a whole.
Conferences need more than lively minds and spirited discussion if they
are to succeed and we are very grateful for the financial and other support we
have received, especially from the Social Sciences and Humanities Research
Council of Canada and the University of Calgary's Faculty of Humanities,
Department of Greek, Latin and Ancient History, and Special Projects Fund.
Many speakers received travel support from their home institutions. The
Banff Centre and our conference manager there David Grindlay provided a
superbly well organized and congenial home for what was generally agreed
to be a highly successful and interactive conference. For this we owe thanks
and congratulations to all those who contributed to it, and especially to
those mentioned above. The preparation of this volume has been a pleasure
thanks to the ready cooperation of Eric Csapo, Donald Mastronarde and
Christian Wildberg, and to the tireless and skilful editorial work of David
Sansone.
To our great regret Desmond Conacher, who with his wife Mary
attended the conference as guest of honour, died on 23 October 2000, shortly
before this volume went to press. Those who read or even leaf through its
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pages will not need to be told of his lasting impact on the study of
Euripides. At the conference we noted how many of those present had been
guided by his teaching in Toronto; his work was often quoted, and his deep
and continuing familiarity with Euripides was clear from his contributions
to our discussions. His brief speech at the closing dinner was full of wit,
understanding and a humanity characteristic of the man we shall all miss.
The six scholars responsible for this volume are honoured to dedicate it to
his memory.
University of Calgary 1 7 November 2000
University of Sydney

Twentieth-Century Performance and
Adaptation of Euripides
HELENE p. FOLEY
Herb Colder would rather go to the movies—or so he says in a 1996 Arion
article assessing recent important performances and adaptations of Greek
tragedy. Many other eminent classicists of my acquaintance also firmly
prefer their Euripides on the page. "What," said one of them, "could I learn
about these plays from modern performance that I don't know already?"
This is not an unreasonable question. Although we are in the midst of a
contemporary revival of interest in performing and adapting Greek drama
for the stage, this phenomenon in itself does not justify serious scholarly
attention on the part of classicists to these texts and performances.
Nevertheless, this paper will explore some of the possible advantages to
such an engagement.
Some modern experiments may directly illuminate ancient stage
performance, but the possibilities are limited. Peter Meineck's New York-
based Aquila Theatre Company and Gregory McCart of the University of
Southern Queensland, Australia, have usefully demonstrated in workshops
and performances some of the possibilities and constraints of the tragic
mask by employing replicas based on representations in Attic vase-
paintings. Both have also duplicated efforts cited by David Wiles in his
recent book. Tragedy in Athens: Performance Space and Theatrical
Meaning, by experimenting with the possibilities inherent in ancient
theatrical space.* These experiments have resulted in very different
conclusions, however. Aquila' s work has convinced the company that the
focal point in Attic theater remains a raised stage, whereas Wiles, as well as
Rush Rehm and Gregory McCart, argue for the center of a circular
orchestra.2 Among other experiments, the New York-based former
classicist Peter Steadman is soon to release a film version of the Bacchae
that aims to be as authentic as possible, including the use of pitch accent and
an all-male cast who trained at the Peking Opera. In their radically
experimental Fragments of a Greek Trilogy, director Andrei Serban and
' Wiles 1997.
2 Wiles 1997: Ch. 3; Rehm 1988 and 1992: 36. McCart presented his views at the X
International Meeting on Ancient Greek Drama in Delphi, Greece, July 2000.
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composer Elizabeth Swados explored the possibility of performing ancient
Greek in a fashion that could project intensity in an enormous theatrical
space such as the Theater of Dionysus.-'
Most modern performances, however, are rightly anything but
antiquarian in their orientation, even when these productions respect and
investigate, to the degree possible, the implications both of ancient
performance and of the texts in their original contexts. I could argue from
my own experience—and I certainly know many others who would agree
with me—that seeing anything from a staged reading to a full-fledged
performance of Euripides nearly always brings out aspects of the text that
scholars may have failed to notice or evaluate properly. But I would be
unlikely to convince skeptics about the validity of so subjective a process.
Most illuminating, from this perspective, however, are performances that
rely at least partially on living theatrical traditions that overlap with Greek
drama in their use of masks, music, or ritual. I will test this hypothesis with
one brief example.
In his 1978 Medea, the Japanese director Yukio Ninagawa deliberately
aimed to merge Eastern and Western traditions and to create what he hoped
would be a kind of "universal" theater.'* The use of an all-male cast and
dramatic techniques borrowed from Kabuki enabled the lead actor to exploit
with particular effectiveness and self-consciousness the division in Medea
between mother and vengeful heroine. The actor, Tokusaburo Arashi, who
was trained as a Kabuki onnagata (a male actor who plays female roles),
began early in the performance to play off gestures, body movements, and
intonations of voice traditionally linked with one sex on the stage against
those linked with the other. After the Aegeus-scene, when the heroine
becomes irrevocably committed not only to revenge but to killing her own
children, Arashi suddenly removed his elaborate forty-pound female
costume with its prominent breasts to reveal a masculine body beneath a
simple blood-red robe; at the same time he retained his white feminine face
make-up. The immense versatility of Medea's role-playing became in this
performance both a terrifying demonstration of the heroine's deceptiveness
and a non-psychological but powerful representation of a tragically divided
self. Modern criticism by classicists has discussed the gendered aspects of
Medea's speeches and performance, and in particular her deliberate and
shifting exploitation of sex roles from one scene to the other.^ Yet in such
experienced hands, the performance brought alive in a fashion impossible
^ Fragments of a Greek Trilogy was performed in New York City at La MaMa E. T. C. in
1974, 1986, and 1998. On the vocal experimentation in this production, see Bartow 1988: 294
and Menta 1995: 16.
"* Originally performed in Tokyo, the play toured world wide in several versions. I myself
saw a 1986 version starring Mikijiro Hira in New York City. Videotapes are available in
Japan. Mae Smethurst will present a detailed study of the performance at the 2001 American
Philological Association Meeting in San Diego.
5 See especially Bongie 1977; Knox 1977; Foley 1989.
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for Western-trained actors the powerful and subtle visual dimensions that
might also have been involved, if in a different form, in "playing the other"
on the ancient stage.
Ninagawa's own theatrical experience with Kabuki also undoubtedly
led to an interpretation of the Aegeus-scene whose possibilities, I would
argue, have been neglected by modern scholars. Classicists are all familiar
with Medea's future in Athens—we know that her promise to cure Aegeus'
infertility will eventually entail her marriage to the Athenian king.^
Ninagawa brilliantly stages this possibility. At Aegeus' arrival, his Medea
makes a radical shift towards a seductive exploitation of traditional
femininity in onnagata style. This directorial choice makes the heroine
move towards an opportunistic betrayal of her marriage on stage of the kind
she objected to in Jason, and renders especially visible her ability to exploit
gender roles deceptively in this scene as well as elsewhere.
Despite my commitment to the value of modern performance of Greek
tragedy for classical scholars, however, I will argue here that modern
adaptations of Greek tragedy are of even greater interest to us today. There
are some strictly logistical reasons for this. Only those of us in major cities
have access to a substantial range of performances of Greek tragedy. Many
outstanding stage performances conclude their run without being recorded;
if the performance is taped, legal impediments often make its distribution
even to scholarly venues impossible; and videotapes of stage performances
cannot fully capture the original in any case. I would also* claim that
adaptations by and large often serve, translate, and provoke interest in the
originals more effectively than performances of translations of the Greek
texts, which are also, of course, inevitably adaptations of another kind.
They make us aware of what is alive in the Greek tradition outside the
academy, and force us to question our own relation to and assumptions
about Attic tragedy.
For a start, such adaptations and re-makings of the originals put us into
the company of some of the most important poets, playwrights,
choreographers, composers, and directors of the twentieth century. To
name the most prominent in alphabetical order: Maxwell Anderson, Jean
Anouilh, W. H. Auden, Robert Auletta and Peter Sellars, Steven Berkoff,
Lee Breuer, Bertolt Brecht, Caryl Churchill with David Lan, Jean Cocteau,
Jules Dassin, H. D., Rita Dove, T. S. Eliot, Dario Fo and Franca Rame,
Brian Friel, Athol Fugard, Andre Gide, Jean Giraudoux, Martha Graham,
Tony Harrison, Seamus Heaney, Hugo von Hofmannsthal (with Richard
Strauss), Hans Henny Jahnn, Robert Lowell, Archibald MacLeish, Charles
Mee, Heiner MUller, Eugene O'Neill, Carl Orff, Pier Paolo Pasolini, Tom
^ Burnett 1998: 224 n. 130 is rightly cautious about the audience's knowledge of Medea's
future in Athens at the time of the play's first performance. At the same time, the choral
concern with Medea's arrival in Athens makes considerably more dramatic sense if the
audience has some sense of the implications of that arrival.
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Paulin, Ezra Pound, David Rabe, Jack Richardson, Jean Paul Sartre, Richard
Schechner, Andrei Serban, Wole Soyinka, Igor Stravinsky, Peter Stein,
Suzuki Tadashi, Lars van Trier, Timberlake Wertenbaker, Thornton Wilder,
W. B. Yeats, and Marguerite Yourcenar. Most of their works are readily
available in print; some are available on film. Although classicists remain
concerned with reconstructing to the degree possible Greek texts in their
original contexts, we are also engaged in interpreting them for a modem
audience. Reader response criticism—to say nothing of our role as
teachers—has played a central if not exclusive role in making us aware of
the sophisticated reciprocal relation between writer and audience in the
critical process. Thus it is not surprising that twentieth-century artists have
generally focussed on the same aspects of Greek tragedy as contemporary
scholarship, although with a very different kind of immediacy and
imagination. We have not made a point of accepting such artists as valuable
colleagues in a parallel endeavor, but I v/ould assert that they are—and we
should do so. Take recent scholarship on Euripides' Bacchae as an
example. Charles Segal, in a new afterword written for a reprinting of his
book Dionysiac Poetics and Euripides' Bacchae, has summarized areas that
have provoked the greatest critical interest among classicists writing on the
play since 1982: gender issues, metatragedy, the character of tragic Thebes,
the political dimensions of the play, and judging the relation between
Dionysus' positive and negative sides in the light of our knowledge of
Greek cult and myth.'' He might have added the continuing interest in the
representation of the barbarian "other" in tragic criticism more broadly.^
With the exception of evaluating Dionysus' role, these were largely not
issues of central concern to classicists earlier in this century. It is harder to
generalize about any comparable shift in artistic responses to the Bacchae
during the whole of the twentieth century since this play was not often
performed or adapted before the 1960s. Yet we can say something about
recent efforts.
What do these playwrights and directors bring to our engagement with
these texts that we ourselves do not? Once again, sophisticated
interpretations from a non-Western as well as a Western perspective. When
the playwright and/or director is, from the Western perspective, "the other,"
that other develops different and illuminating dimensions of the original in
dialogue with a double audience that pointedly includes both the West and
the native country. The Nigerian playwright and Nobel Prize-winner Wole
Soyinka based his The Bacchae of Euripides: A Communion Rite heavily on
Euripides.^ His chorus of multicultural women, however, is joined by a
chorus of slaves led by a charismatic, pointedly black, Dionysian
revolutionary figure; liberation from class and political constraints and
^ C. P. Segal 1997a: 349-94.
^ See especially E. Hall 1989a.
9 Soyinka 1974.
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communal regeneration in harmony with nature are the vital issues in this
version, whereas gender issues are marginal. Hence, for example,
Soyinka's tyrannical and highly political Pentheus goes to his death in what
he believes is armor, though it is actually maenadic dress.
The central modification in Soyinka's version, however, revolves
around the representation of ritual. At the beginning Tiresias has offered to
replace a slave as the apparent scapegoat in a tired, partially faked
Eleusinian ritual in order to repress a possible slave revolt. He is rescued by
Dionysus, who eventually substitutes Pentheus for Tiresias in his new cult.
In the play's radically different conclusion, the head of Pentheus begins to
spurt a dark red liquid from the front of the palace that turns out to be wine,
not blood. The previously despairing Agave drinks ecstatically as the newly
unified and liberated community around her erupts in celebration. The play
has not only specifically Christian overtones—Dionysus gives Pentheus a
dumb show of the wedding at Cana earlier in the play and the blood/wine
spurting from the sacrificed head must be reminiscent of the crucified
medieval Christ whose blood not only spurts from his wounds but can even
be drunk by the worshipper like milk from a mother's breast. '° It also
deliberately exploits the parallelism between Dionysus and the creative/
destructive Yoruba deity Ogun, god of metal, roads, war, or wine and other
natural fluids; according to Soyinka, Ogun even has theatrical connections,
as the first actor of Yoruba myth.
For Soyinka, Yoruba as opposed to Greek tragedy ejitails "the
disintegration ... of the human personality ... for the benefit of the
community."' ' Pity for Pentheus is expressed by an old slave. Yet
communal regeneration unashamedly and finally even joyously depends on
Dionysian violence, as Pentheus becomes the kind of pharmakos that
Euripides' original and even Greek tragedy more generally do not validate
unambiguously. The conclusion of Sophocles' Oedipus Tyrannos, which
refuses to send the polluted Oedipus into immediate exile, is another good
example, which perhaps suggests a broader unwillingness to celebrate the
expulsion of aristocratic leaders as a mode of uniting a community, even as
these plays liberate the people from disease or repression.'^
The central controversy about Euripides' Bacchae has always been how
to evaluate its apparently ambivalent representation of Dionysiac religion,
especially given the questioning of the ever more mysterious god in the final
scenes, the exile of the shattered royal family, including the seemingly
innocent Cadmus, and the absence from the stage of the Theban community,
the supposed beneficiaries of the establishment of Dionysiac cult in Thebes.
Richard Seaford's recent interpretation of Euripides, which argues that
tragedy expels royal families for the benefit of the city, a benefit that in this
'° See Bynum 1991. esp. 151-80.
" Quoted from an interview with Soyinka (Katrak 1986: 19).
'2 See Foley 1993a.
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case includes the establishment of Dionysus' cult, comes far closer to
Soyinka's version than that of other more pessimistic critics.'^ Yet
Euripides' refusal to produce an ending like Soyinka's, which in certain
respects fits Dionysiac myth and actual cult better than the original play,
seems significant.'"* Even more important, however, is Soyinka's comfort
with the destructive and violently revolutionary sides of the god, which
derives perhaps from both Yoruba religion and from hostility to slavery and
colonialism. His play reminds us viscerally that our religious distance from
classical Greece may be more misleading than we allow.
Like Soyinka, the Japanese director and playwright Suzuki Tadashi
pointedly politicizes the barbarian-Greek dialogue in Euripides' Bacchae.
My discussion here will rely on a videotape of the 1981 bilingual version of
this play performed in Tokyo, at Suzuki's own theater in Togamura, Japan,
and in Milwaukee, a version that has already been fruitfully discussed by
Marianne McDonald.'^ Once again, Suzuki's Bacchae refuses Euripides'
problematic closure. In a scene described by Suzuki as "a play-within-a-
play-within-a-play,"'^ the "dead" Pentheus returns to the stage reciting his
opening lines in order to slaughter the actors playing Cadmus and Agave,
who are now happily picnicking after the conclusion of Euripides' plot. In
this final appearance the king deliberately refuses to spare his own mother.
A popular Japanese song, followed by another fragment of a chorus from
the Bacchae, then suggests, in a far more pessimistic fashion than in
Soyinka, that the rejection and return of Dionysus is inevitably cyclical.
'"^
More important, however, Suzuki's bilingual and bicultural
performance of the Bacchae stages East-West communication in a form
that raises critical questions about it, and hence about the relation of
Dionysus and what he represents to a range of societies. Pentheus speaks
English, as do a double Cadmus/Tiresias figure and the first messenger; all
three actors are dressed in Western style, whereas the play's Japanese
speakers wear Eastern dress. Fragments of Euripides' choral odes are
performed alternately in English and Japanese by a bicultural chorus,
although the music and movement are predominantly Japanese. The second
messenger, who addresses the chorus only, speaks Japanese. Dionysus and
Pentheus engage in rapid dialogue that must be comprehensible to Japanese
and English speakers only to the degree that both can guess at what is
unavailable to them. Later, Cadmus speaks English to the Japanese-
'3 Seaford 1996a: 49, 252-53 and more generally Seaford 1994.
''' On Dionysiac myths, see Massenzio 1969. Soyinka's interpretation resonates more
closely with Orphic myths representing a dying and reborn god.
'^ McDonald 1992. I wish to thank Marianne McDonald for the opportunity to view this
tape.
'^McDonald 1992:61.
'^ Hints of something comparable in Dionysus' prophecy in Euripides' original about the
violent return of Cadmus and Harmonia as snakes leading a barbarian horde remain cryptic.
Yet by staging a sometimes pointedly anachronistic origin myth for his patron deity, Euripides
perhaps alludes to a cyclicity in Dionysus' incursions.
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speaking Agave. The effect is one of uncanny communication that remains
only partially comprehensible on the verbal level, yet somehow bridges that
linguistic difference.
Suzuki's version, like Euripides' play, communicates Dionysus more
successfully through visual and aural means than through language,'^ and
remains pessimistic about the human ability to comprehend and incorporate
this god fully into the social world. Yet Suzuki's performance newly
complicates the play for a diverse modem audience. East both reaches out
to West and theatrically frames and encompasses it, only to be destroyed in
turn. Pentheus lacks Dionysus' comprehension of deeper realities, but the
play also includes English-speaking figures like Cadmus/Tiresias and the
first messenger, who attempt to translate East to West. Cadmus' attempt to
bring his Japanese daughter to reality establishes a human and familial bond
over a gap that cannot be fully closed. And, ironically, Dionysus' victorious
incursion from the East is at the same time a re-enactment of Euripides'
Western plot from the beginning.
The American playwright Charles Mee's version of the Bacchae, which
was performed at the Mark Taper Theater in Los Angeles in 1993, retains
an interest in the play's Western/non-Western dimension, but this is, as is
the case with most recent Western adaptations, not the central issue in his
version. ^^ The multicultural dimension of the play serves a larger
investigation of cultural and gender issues from a very contemporary
perspective. Mee's chorus-women
have many qualities, as we will see in the course of the piece, but all of
them must, first of all, be artists: dancers, singers, operatic singers, players
of musical instruments, Butoh performers, animal trainers, herders of
peacocks or herons, or possessed of other extraordinary and highly
developed arts that they perform with such power and beauty as to break
your heart with that alone. . . The women are related
—
politically,
historically, and spiritually—to the agrarian, democratic, matriarchal
Minoans, who were always shown bare-breasted in Minoan art. Whether
or not these women are bare-breasted, they should have large, flowing
skirts of spectacular colors, wonderful hair, hundreds of bright ribbons in
their hair, astonishing necklaces or other pieces of jewelry. So they are
not just women, not just third-world women, not just people from the
revolutionary periphery, not just artists, but Dionysian artists.
Mee's Pentheus is on the surface a relatively sophisticated defender of
Western civilization against all that apparently threatens it—a man dressed
in a Brooks Brothers suit who considers himself intellectually superior and
charming, plays jazz piano, and does not lose control as readily as his Greek
counterpart. As he says in his opening speech:
•8 Foley 1980.
'^ Mee's The Bacchae 2.1 is available on his website: www.panix.com/~meejr.
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Is this your doing, then, Tiresias, goading on my grandfather to join the
latest fashion in spirituality? They say that Dionysus is a god. But we
know that his mother was as human as we are; and to say that his father
was divine, well, surely this is a slander against the gods, to accuse them
thus of adultery with a woman of questionable reputation. And now some
disciple of this—fatherless son—has come to town to preach to us. And
what does he have to tell us? That we should prefer instinct to knowledge.
Prefer passion to wisdom. Prefer whim to plan. Is this the advice the gods
are giving us these days? So. Will a man who succumbs to every urge for
immediate gratification be capable of painting a portrait of Madame
Claude Monet reading on a summer afternoon, her feet resting lightly on a
pillow embroidered with a peacock?
Pentheus' developed aesthetic sensibilities, which he demonstrates at some
length, include his admission that he is vulnerable to erotic and other
desires:
I acknowledge my instincts. I enjoy my passions. I like to indulge a
whim. But there are other pleasures, too. The pleasure of a well-ordered
society that guarantees us peace in our homes and in our streets. The
pleasure of living not in mud huts with roofs of thatch but in buildings of
marble that may take some careful planning to design, some sense of
balance and harmony so that they are built to stand, some years of labor to
complete, some sense of understanding to appreciate. There is the
pleasure of harmonious music. The pleasure of elegant dance. The
pleasure of uncommon food, uncommonly prepared, and served. The
pleasures of civility.
Pentheus' limitations in this play are not simply a question of
repression of instincts and perversities that must be acknowledged, although
the repeated crude asides of his male aides suggest that his refined tastes are
shared only by the upper realms of his social world. Nor is it simply his
inability to perceive or appreciate beauty and performance as practiced by
non-Western artists, women, or members of a different social class. Above
all, the women Pentheus encounters on the mountain are not (as he had
expected) a homogeneous, communal band of man-hating women
representing their sex, but a series of individuals who defy categorization by
normal civilized, and in this case, even twentieth-century standards. They
represent, for a start, multiple sexualities. As Dionysus says earlier in the
play to Pentheus:
These human beings: what unfathomable creatures. There are places in
the south, I am told, where there are so few people, and such limited
resources, that everything must be very carefully planned. And so, if there
is a shortage of boy babies, they take some girls and raise them as boys
—
train them in all the masculine skills and temperaments and habits of
mind—so that, in time, these girls become fathers, and they raise male
daughters. Because these people—whom some might think are backward
kinds of people—know that gender and genitals are two entirely different
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things. And there are places in the world that I have seen where there are
8 different genders or even more.
In this play, the possibilities for human differences generated by everything
from chromosomes to multiple cultural and subcultural forces vividly defy
our ability to define either nature or civilization. Mee's postmodern
Bacchae enables a twentieth-century viewer to imagine what Dionysus
might mean in a contemporary context—a question that inevitably comes up
in student discussions of the play. At the same time, its open reliance on
Euripides—in particular it follows closely the original plot—obliquely
acknowledges the power and vitality of the earlier play even as it
transforms it.
These three modem versions do not aim to efface the original model,
yet each permits us to locate our own critical efforts more precisely.
Indeed, many theatrical responses to Greek tragedy actually pre-date the
development of equivalent critical perspectives in our field. Medea was
appropriated by the British suffragette movement long before its gender
issues became a central topic in scholarly discussions of the play.^^ The
American director Richard Schechner's Dionysus in 69 was notorious for
nudity and for its exploitation of the current sexual and political challenges
to the establishment.^' Viewers flocked to see nude men and women
perform ecstatic birth/death rituals for both Dionysus and Pentheus and lure
the audience into joining into their dances and closing rites. Critical
interpretations by classicists did not respond directly to Schechner's
adaptation or to 60s and 70s performances of the Bacchae that exploited
rock music and themes of sexual and political liberation. Yet it hardly
seems accidental that interest in the metatheatrical aspects of Euripides'
play, which is a central element in Schechner's adaptation, emerged almost
immediately thereafter.^^ Similarly, a renewed scholarly interest among
classicists in performance during the 1970s coincided with a growing
revival of Greek drama in the theater on both sides of the Atlantic. ^^
Scholars have rarely produced studies that combine serious scholarly
criticism, broader intellectual responses to a text from outside the field of
classics, and modern performance and adaptation. Important exceptions
include George Steiner's Antigones and Duarte Mimoso-Ruiz' Medee
antique et modeme: Aspects rituels et socio-politiques d'un mythe, although
neither of these scholars has an active interest in performance-^"* This
approach permits us, among other things, to observe the consequences of
various critical perspectives played out on stage and to recognize more
20 E. Hall 1999b.
2' See Schechner 1970.
22 An earlier version of Foley 1980 was first presented to the Princeton University Classics
Department in 1973; C. P. Segal 1997a: Ch. 7 was first presented in Paris in 1975.
" E.g. Taplin 1977a and 1978; Scale 1982.
2'' Steiner 1984; Mimoso-Ruiz 1982.
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directly the role that the contemporary climate plays in our own thinking.
In the remainder of this essay I would like to pick up where Mimoso-Ruiz'
study left off in 1982 and consider how recent performance and adaptation
of Euripides' Medea can illuminate a critical question also posed in
contemporary studies of the play.^^ Both recent scholarship and recent
performances have been heavily concerned with gender issues in the play.
From a scholarly perspective, Nancy Rabinowitz' Anxiety Veiled, for
example, argues that the play's problematic agenda deliberately includes
convincing its male audience that women who step out of line are
threatening to male children, and that female subjectivity or enroachment on
masculine territory is dangerous. She finds all attempts to appropriate
Medea from a modern feminist perspective to be problematic.^^ Yet
modem performances and adaptations have been quite explicitly obsessed
with such feminist interpretation.
This concern with feminist issues and gender conflict in Medea is
anything but arbitrary, even for those presenting the translated original
before a modern audience. At Diana Rigg's critically acclaimed
performance of Euripides' play in 1994, the New York audience at least (I
cannot vouch for London) disconcertingly laughed out loud at the play's
explicit references to gender conflict and sexual stereotypes. This may have
been in part a response to the actress' very cerebral performance, which to
some extent distanced the audience from the heroine's anger and passion;
but it also seems inevitable.
Interestingly, the best-known adaptations that emphasize feminist
issues continue to be written by men. In Jules Dassin's 1978 film, A Dream
of Passion, for example, a director criticizes the politicized performance of
an actress rehearsing Medea's first speech as feminist claptrap in which
"Medea got lost along the way." The actress does not understand, he
asserts, the passion and pain of a woman who actually killed her children.^^
"If you are going to reduce the play, screw the poetry, strip it down to
current events, because you once read a copy of Ms. magazine, go ahead
then, do it." The rest of the film, to which I will return, evolves as an
exploration of the role that brings into play the actress' own history and her
encounter with a woman jailed for actually killing her children in revenge
for her husband's philandering. ^^
^^ Kerrigan 1996 discusses in his Chapter 4 a few versions of Medea, including Pasolini's
film mentioned below, while Chapter 13 deals more broadly with the feminist literature of
revenge.
2^ Rabinowitz 1993: Ch. 4. See also Mimoso-Ruiz 1982: 167-71.
^^ The film is available on videotape as a Bren Film Production, Aries Enterprises
Presentation, Avco Embassy Pictures Corporation.
^* This film is also the only version known to me that explores the problem of the
heroine's—and women's—destruction of innocent victims like Creusa in order to punish or
please men.
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The well-known East German director and playwright Heiner Miiller
wrote two feminist versions of the myth, Medeamaterial and Medeaspiel?^
The latter envisions Medea as the archetypal exploited woman. This short
mime involves a bride led to her bed and tied down and gagged by figures in
death masks. The woman's bridal dress is ripped and she is in essence
raped by her spouse. He performs gymnastics while his wife's belly swells
until it bursts. In the end, the woman takes off her face, rips up her child,
and throws it at the man, who is then deluged by body parts dropping from
the flies. For the Nobel Prize-winning Italian playwright and actor Dario
Fo and his wife Franca Rame, women's relation to their children is a
culturally constructed male trap to control women and limit the possibility
of an autonomous female identity. ^^ Their Medea entails a short prologue
and monologue for an actress who concludes that "children are like the
heavy wooden yoke of a cow that men have put on our necks, the better to
hold us down, to tame us, the better to milk us, the better to mount us. For
this I kill them, to create a new woman." Women audience members, they
add, are not encouraged after they see the piece to go home and cut the
throats of their children. "No, this is an allegory. "^^ Tony Harrison's
Medea: A Sex War Opera plays both with rejecting Euripides' version of the
myth as a patriarchal lie and with accepting the story that the poet took a
bribe to exonerate the Corinthians and to blame Medea for killing her
children.32
Harrison's play and Dassin's film confront us with another ftindamental
difficulty in creating a feminist or plausibly modern Medea. Women do
actually kill their children out of anger and jealousy, as do men. Harrison's
opera libretto closes with the reading of headlines from newspaper stories
describing such crimes around the world. Euripides' horrific innovation,
then, is not to invent an implausible fiction, but to make the heroine's choice
an act of sanity generated by complex issues of social identity rather than by
madness induced above all by uncontrolled jealousy. For as the highly
disturbed infanticidal American mother of Dassin's film remarks of her
husband: "I wanted him to be punished. Was he punished if he thinks I was
crazy? If he thinks I didn't know what I was doing?" In his film, Dassin's
actress, played by Melina Mercouri, demonstrates through her performance
of various Euripidean scenes both the impossibility of playing the royal
heroine as the double of any such real-life counterpart and of ignoring the
passion that precipitates infanticide. Similarly, the film makes clear that any
Medea who retains our sympathy by remaining a mere victim in the end
continues to be bounded by patriarchal power and subservient to it. If the
Corinthians kill the children, as Harrison, drawing on Greek tradition
29 Translated in MUller 1984.
^° Translated in Rame and Fo 1985.
31 Rame and Fo 1985: 55.
^2 T. Harrison 1985.
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outside Euripides, would have it, we are left with a patriarchal lie that
cannot obscure the actual reality of maternal infanticide. The same is true
if, as in an Italian version cited by Mimoso-Ruiz, Corrado Alvaro's Lunga
None di Medea, a highly maternal Medea performs a mercy killing to save
the children from being killed in Corinth—a possibility that lurks
confusingly in Euripides' original. ^^
Moreover, as feminist critics have pointed out more generally, the
difficulty of representing any voice or set of ethical values that could be
defined as authentically female is at present Utopian, and certainly
unimaginable in a direct conflict with powerful men. Rabinowitz entertains
the possibility that a truly foreign Medea could escape some of the
limitations of Euripides' Hellenized heroine; but Pier Paolo Pasolini's 1970
film version, Medea, which explores precisely this possibility, creates a
heroine who is all the more victimized by the impossibility of remaining in
contact with her empowered Colchian self, a priestess with magical
authority.-'^
Creating feminist sympathy for a modern Medea has proved equally
problematic. The film director Lars van Trier, well aware of the power of
an articulate heroine to alienate even a contemporary audience, retains our
sympathy for the heroine in his 1988 film, Medea, largely by reducing her
almost to silence. In this version, Medea's eldest son lovingly helps his
appallingly ill-treated mother to hang her child. Hence, as Medea, finally
ensconced on Aegeus' boat, takes off the disfiguring cap that she has worn
throughout the film to liberate a cascade of long red hair, the audience is, I
think, urged to feel a thrill of sympathy. By contrast, the Irish playwright
Brendan Kennelly's attempt to create a Medea propelled largely by a
lengthy outpouring of feminist rage did not improve even in this respect on
Euripides' original.^^ Although Adrienne Rich and others have analyzed at
length our culture's resistance to recognizing and accepting maternal
anger,^^ a modern audience is unlikely to find Kennelly's attempt anything
but crude and dated. Women may not yet easily maintain the independence
or even the desire that would enable them to turn their back on male
betrayal or to own their children, but the rebellion of any serious modem
counterpart to Euripides' Medea would be likely to entail something far
more subtle than resorting to physical violence.^''
If anything, the modem critical and artistic stmggle with gender issues
in Medea renews respect for the complexity of the original, however horrific
and ambiguous it may be. From my own perspective, Ninagawa's
performance of the original offers for this reason the most powerful
" Alvaro 1949; Mimoso-Ruiz 1982: 170.
•''* Rabinowitz 1993: 137. Pasolini's film is available on videotape from Video Arts
International.
^^ Kenneliy 1991. Kerrigan 1996: 315-18 offers a useful critique.
3^ Rich 1976.
" On this point generally, see Mimoso-Ruiz 1982: 167.
Helena P. Foley 13
theatrical confrontation with these questions to date. The use of an all-male
cast and a theatrical tradition that allows the director to make Medea's role-
playing especially explicit as well as the heroine's highly metatheatrical
transformation, where the actor removes his female body but retains her
face, make clear to the audience who is invested in this narrative and why
without bludgeoning it. At the same time, this performance neither shuts us
off from the desperation of those victimized real-life Medeas cited by
Dassin and Harrison, nor deprives us of the ambivalent pleasure and tragic
power of revenge. The spectacular departure of Ninagawa's Medea in a
Japanese chariot hung on a (still visible) cherry picker in my view made far
clearer than any written interpretation of the text that the heroine's
translation into a non-human theatrical space has powerful effects on our
ability to view Medea in the kind of sociological or moralizing terms
employed by some critics of revenge tragedy about so brilliant an escape. ^^
As classicists, we may not be comfortable with the idea that modern
performance will inevitably preserve the vitality of Greek dramas on the
stage best by radically re-imagining and even at times defacing them, but I
for one am beginning to move towards that position, despite my discussion
of Medea. The director Andrei Serban, although he has adapted and
directed several Greek tragedies, now wonders if Senecan tragedy is more
appropriate for our own "Neronian" age than what he calls the "purer"
Greek originals. ^^ A response to the fragility of contemporary civilization
also attracted Charles Mee to radical re-makings of Euripides, even though
he views him as the most modem of the ancient poets. As he puts it: "I like
plays that are not too neat, too finished, too presentable. My plays are
broken, jagged, filled with sharp edges, filled with things that take sudden
turns, careen into each other, smash up, veer off in sickening turns. That
feels good to me. It feels like life. It feels like the world. And then I like to
put this—with some sense of struggle remaining—into a classical form, a
Greek form, or a beautiful dance theater piece, or some other effort at
civilization.'^^o The scholarly "effort at civilization" may have more in
common with Mee's than we like to think.
Barnard College, Columbia University
^^ For a similar perspective, see Burnett 1998. She includes earlier bibliography.
^^ From a conversation in 1995. On his productions of Greek tragedy, see note 3 above.
Serban also directed Aeschylus' Agamemnon in New York, 1977.
'^ Mee 1998: Preface.

Tragedy and Other Genres

Introduction
DONALD J. MASTRONARDE
Whether Euripides is viewed positively as one who experiments with or
stretches genre or negatively as one who contaminates genres or destroys a
genre, critical questions about genre and interpretive appeals to genre are
invited, even required, by the variety of his oeuvre (and even the select
plays considered apart from the accidentally-surviving alphabetic plays
display this feature) and by features of his work that seem most
characteristic (such as mixture of tones and styles, rhetorical elaboration,
portrayal of articulate women and slaves). The section of the conference
devoted to "Tragedy and Other Genres" solicited both papers on Euripides'
relation to other genres (such as epic, comedy, and prose genres) and studies
that paid particular attention to the use of genre in interpretation of single
plays. Ten papers are presented in revised form in this volume. •
In the introductory paper, I offer an overview of problems of definition,
noting the uncertain status of all genre definition, the constructedness of the
notion of generic purity and generic fixity, and the temptation to identify as
clear and definitive what is perhaps only the core, or just a subset, of a wider
and fuzzier concept. Since fifth-century tragedy was an ever-changing form
and naturally included within itself a mixture of styles and hybrid
appropriations of other Greek genres, the application of various genre terms
for deviations from or declensions of a norm of "true tragedy" is not the
straightforward device that many critical discussions assume it to be. Not
only may the terms we use (like melodrama and tragicomedy) be
anachronistic, but the perceptibility of the alleged effect may be called into
question. Even if the non-tragic (or extra-tragic) feature was identifiable as
such by the intended audience, did its very presence and its juxtaposition
with heterogeneous elements constitute a perceptible challenge to generic
identity, or would the "impurity" be accepted as naturalized within the
tragic genre?
The difficulty of these issues is made clear by the explicit and implicit
debates carried on in several of the contributions. Ann Michelini and
Barbara Goff exploit genre terms confidently and illuminatingly, while
Justina Gregory carries further the cautions expressed in my essay.
Michelini' s book of 1987 is virtually the only attempt in the past fifteen
years at a large-scale, comprehensive approach to Euripidean drama, and the
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strength of her approach lies in her acute sensitivity to variations in tone and
register and in her self-consciousness about her critical principles. The
same qualities are evident in her present essay on Iphigeneia in Aulis, in
which she applies to a specific play her analysis by generic registers: lyric
(legendary and magical content), epic (heroic action), tragic (heroic action
frustrated), and naturalistic/realistic (the register destined to define domestic
comedy after Euripides' death). Her attention to the juxtaposition of
registers produces a fine reading of many aspects of the play, and it is
significant that she does not see one register subverting or negating another
(as was the tendency in some older criticism that highlighted the presence of
rationalism or realism in Euripides), but perceives a dynamic relationship in
which, in the more fully informed perspective of the audience, the tragic
viewpoint dominates in the end. But the question of the status of the
generic terms persists. Michelini recognizes that Euripides is experimenting
against a background of ""emerging genre norms" (my emphasis). In her
analysis, "epic" is almost synonymous with "Iliadic," since the somewhat
different qualities of the Odyssey and the Epic Cycle are conceded. This
raises the question whether "epic" was so narrowly understood by
Euripides' contemporaries, and whether the distinction between epic action
or achievement and tragic frustration or disaster reflects the actual variety of
either genre.
In her treatment of "Comic Elements in Euripides," Gregory challenges
the stereotype of Euripides as generic transgressor by a careful study of the
passages that have been held to represent an incursion of the geloion into
the tragic text. To the criteria usually applied to gauge the tone of a passage
("comparison with other tragedies, consideration of linguistic register and
other textual features, and alertness to anachronism" [i.e. in the critic's
judgment of a system of meaning in another culture]), she adds a fourth,
intertextual connections; and she shows the fallibility of some other
suggested touchstones (such as reference to laughter internal to the text or
the use of the word geloion in the scholia). Gregory's conclusion is that
appropriate allowances for cultural differences and full awareness of
parallels in the Greek tradition allow us to take "straight" the passages that
some have alleged to be comic. The argument strikes me as essentially
sound, but if pressed it runs the risk of unduly flattening Euripides' art, or
rendering it too "normal." To be sure, Andromache's nursing of Hector's
bastard children can be normalized in the way she shows, so that
Michelini's reaction ("repugnant" physical intimacy, "chilling [the
audience's] sympathy") seems too strong. On the other hand, because of
the innovation of this detail and its exaggeration (several bastard nurslings
to Theano's one), there may be something jarring (not comic nor necessarily
alienating) about this hypertrophy of wifely devotion.
In "Falling in Love with Euripides (Andromeda)," John Gibert offers a
subtle review of generic issues raised by the treatment of love in Euripides'
lost play featuring Perseus and Andromeda. Qualifying the claim of the
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extensibility and variety of the tragic genre made in my essay, he argues
that the presentation of the gradually developing erotic tie between hero and
maiden and the crucial, independent participation of the maiden in the
transaction make this particular portrayal of eros in tragedy close to unique.
He also ably demonstrates how Aristophanes' parody has apparently
distorted the love-story, eliminating the gradualness and deforming love
into lust, and he offers a helpful refinement of current views about
intergeneric influence and rivalries that engaged Euripides and
Aristophanes: What we have is not comic punishment of Euripides for
encroachment on comic territory, but parallel "restless exploration of
generic boundaries."
Barbara Goff's essay takes Electra as an object lesson in the recent
history of generic criticism of Euripides, concentrating on the elusive
concept of "the real," which she deconstructs both in the critical literature
and within the play itself. She suggests that "'the real' and 'the mythical'
can be seen to change places, with the effect of blurring the distinction
between the two." The result of this drama's playfulness about genre and of
the awkwardnesses that have led to such varied critical reactions as well as
to proposals to delete sizeable passages is that the audience is left unsure of
its own position and of its ability to interpret. Goff also warns that a purely
formalist study of generic play may "lose sight of important material realia
such as class," and she argues that the Autourgos brings the issue of class to
the fore in a challenging way, although the challenge is "managed" in the
end through the instructions of the deus ex machina.
Sheila Mumaghan brings in another social aspect of the tragic genre in
her exploration of mourning and survival in tragedy as a counterpoint to the
genre's focus on death. She notes that while some critics of tragedy have
emphasized the positive gain felt by the survivors (both within the play and
in the audience) who have witnessed the aristocratic hero's death, Euripides
characteristically "tends to place such soothing formulations under
question." She regards Alcestis as strongly engaged "with the
fundamentally tragic and un-satyric problem of how best to represent death
in drama," showing the displacements and blockages of familiar motifs of
consolation and survival. Regarding the play as a comedy of ideas, she adds
her support to those who have insisted that it is unsatisfactory to regard
Alcestis as primarily a character study.
The four remaining contributions in this section explore other aspects
of Euripides' relation to epic, comedy, prose rhetoric, and sophistic thought.
John Davidson examines the responses to Homer that may be detected in
Euripides, noting the difficulty of gauging exactly what the audience's
recognition of an epic intertext entails for its interpretation of the scene
before them. Two related problems are the perceptibility and the limits of
intertextual connections. First, given the complexity of the tradition, when
is a general story-pattern more significant than a particular intertext, and
when does an audience need specific clues in the text to prompt the
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activation of a specific connection? Second, how freely may an audience
member's imagination roam in positing endings or postscripts to the drama
before them based on awareness of other versions? Davidson and Gregory
both refer to Menelaus' verdict against Helen after the agon in Troades, but
with differing assessments of how certain we can be about the
supplementation of the story by the audience. Davidson asks whether
accepting that Menelaus will fail to carry out the verdict might entail the
parallel conclusion that an audience should also supply an Aeschylean
postscript to Sophocles' Electra. Perhaps the difference is that divergent
famous versions of the Orestes-saga were known, whereas (so far as we can
determine) no version existed in which Helen was killed by Menelaus; there
were only stories of his change of mind about killing her and of their later
life together, and the allusions in Troades exploit awareness of those stories.
Ruth Scodel addresses Euripides' relation to prose genres and in
particular to contemporary rhetoric. Traditionally, scholars have debated
the integration, or lack of integration, of rhetorical elements into dramatic
structure and characterization in Euripides, and they have sought to
determine how the plays represent the efficacy and the morality of the
rhetorical skill so admired by contemporary sophists. Scodel helpfully
moves these questions to a different level by studying Euripidean rhetoric in
terms of verbal performance and by identifying the features of the
performance arena. She argues effectively that rhetorical occasions in
Euripides show a decided "drift toward the epideictic" and that in many
speeches "performing the self, not influencing the other, becomes the
primary function." Such performance is not contrary to character, and there
is a distinction between performing and lying. On the Euripidean stage,
moreover, the ability to perform is freely bestowed as needed across the
social spectrum and beyond the boundary of gender, and also in situations
with extreme disparities of power between the competing speakers. Scodel
notes that performance occasions in tragedy are almost never direct
representations of real occasions and she sees a parallel between the
distortion built into tragic versions of verbal performance and the distortion
in tragic versions of ritual.
Another facet of Euripides' relation to prose performance provides the
subject of William Allan's paper, "Euripides and the Sophists: Society and
the Theatre of War." Setting aside the old question of "borrowings" from
particular thinkers, Allan studies The Children of Heracles and The
Suppliant Women, emphasizing the common interest of Euripides and the
sophists in humanity in conflict and the tension between power and
morality. His reading effectively highlights the aspects of the plays which
are not simply celebratory and which deny an audience an untroubled image
of an idealized Athens. In challenging preconceptions and certainties,
Euripidean tragedy shares with the sophists a "capacity to generate more
general, philosophical dubieties," and Allan suggests that the genre is not
(as sometimes suggested) perplexed or undone by these "modem" elements.
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but rather deepened and made more interrogatory by incorporating
reflections of a wide range of sophistic thought.
Finally, John Porter examines the question of how directly Euripidean
tragedy is recalled and appropriated in New Comedy, using Act IV of
Menander's Epitrepontes as a test case. He offers many acute observations
about specific details of the scenes, but also addresses the general
assimilation by Menander of conventions of the tragic stage, arguing that in
the debate between Pamphile and Smikrines this assimilation helps "to
engage the audience's emotions more immediately and invest a scene with
something of the high seriousness of tragedy," while in Onesimos' report of
Kharisios' "madness" the tragic allusions "create a curious sort of
misdirection that is humorous and yet . . . also serves to highlight the poet's
distinctive transformation of the tragic dvayvcopiaK;." Menander has
exploited tragic devices in a quite different way than Aristophanes and
probably than his own contemporaries. Porter concludes with the
proposition that, on the one hand, Euripides won the day so thoroughly
during the fourth century that the elements we regard as Euripidean
borrowings in New Comedy may have been perceived at the time as merely
"tragic," while, on the other hand, Menandrean drama, in abstaining from
Euripidean anomie, betrays a closer kinship with Sophoclean drama and
perhaps Peripatetic theory.
University of California, Berkeley

Euripidean Tragedy and Genre:
The Terminology and its Problems ^
DONALD J. MASTRONARDE
From the humorous perspective of Aristophanes' Frogs, a critic might say
that Euripides changed tragedy in various ways: among them, he put
tragedy on a diet, democratized tragedy, eroticized tragedy, feminized
tragedy, trivialized tragedy, rhetoricized tragedy, sophisticized tragedy.
These claims address the ways that Euripides stretched and deformed
traditional aspects of language, tone, structure, and content in the tragic
genre, and these aspects are often the same ones targeted from the
Renaissance to the present by critics who exploit the concept of literary
genres to gain a fuller appreciation of Euripides' work. The purpose of the
present essay is to explore some of the problems of definition and
perspective that bedevil criticism of this kind.
Even before addressing the main topic, however, we should face briefly
a prior question, whether the whole enterprise of genre-criticism is
outmoded and fatally misleading, a relic of an approach to literature that
isolates the literary product from the social, political, and ideological
contexts in which it is embedded. To be sure, we have become more
attuned to the role of tragedy in constructing the identity of the Athenian
citizen, in solidifying the consciousness of Greekness, maleness, freedom,
and citizenship by exploration of the other, and in negotiating and
mystifying the power-relations between elites and mass.^ But this broader
cultural awareness does not render obsolete an interest in the formal and
literary aspects, for several reasons that can be mentioned only briefly here.
First, whatever the origins of tragedy and of the Great Dionysia and
whatever the ideological moments that can be ascribed to certain defined
monuments of surviving Greek tragedy, the practice and craft of drama
' This is a fuller version of the paper delivered at the Banff Conference as the introduction to
the Section entitled "Tragedy and Other Genres." The discussion here deliberately eschews
review of theories of "the tragic," both for reasons of space and because so much discussion is
already available (see most recently Silk 1996). I am very grateful to Tom Rosenmeyer for
helpful advice and to Martin Cropp and several members of the genre panel for helpful
comments and corrections. Many key points have already been made succinctly and with
characteristically sweeping literary erudition in Rosenmeyer 1981.
2 See for example Pickard-Cambridge 1988; Goldhill 1986a; Winkler and Zeitlin 1990;
Griffith 1995; Zeitlin 1996a; Cartledge 1997; E. Hall 1997.
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follow a detectable trajectory of professionalization and specialization.
Theater in the second half of the fifth century is in the process of becoming
a partially autonomous institution, pursuing its own interests, some of which
are independent of the imperatives of the city-state, the Great Dionysia, and
the Athenian democracy. ^ Second, the playwrights themselves are involved
in a competition for attention, authority, and honor of the same sort that had
characterized poetry and performance for many generations. To establish
their claim, they must display sophia in all its aspects, and this includes
manipulation of formal features, artistic embellishments, and other marks of
craftsmanship. Third, tragedy's use of mythological subject-matter already
bespeaks a transposition of focus from the immediate to the distant, from
the particular to the general, and thus opens a space for universalizing
concerns such as genre-criticism often entails. Fourth, the testimony of
Gorgias, Aristophanes, Plato, and Aristotle indicates that for the audience of
the later fifth century, at least, tragic art could be judged in aesthetic and
formal terms as well as in other ways. Notwithstanding the distortions
caused by Aristophanes' comic stance, by Plato's disapproval of emotion
and his rejection of the complexity of traditional theology, and by
Aristotle's elision of the chorus and the gods and his preference for
transparent and univocal causation, these witnesses cannot have been
completely blind to the nature and roles of tragedy. If some in a previous
generation made the error of seeing only the "literary" side of Greek
tragedy, this does not justify falling into the opposite extreme of
recognizing only a "non-literary" side. It is still worth while asking
questions about genre.
The concept of literary genre, however, is itself problematic, and has
been explored in comparative literature and in literary and aesthetic theory
throughout the twentieth century."* One of the useful outcomes of these
debates is the recognition of the different uses served by the concept. For
the reader or critic situated in the present, genre has an important
retrospective function. One looks back over centuries, or millennia,
studying literary productions of many languages and societies. In part one
may engage in a process of inventory and classification that continues the
activities of Aristotle, the Alexandrian librarians, and the late antique
rhetorical theorists.^ The map of genres and species and subspecies
demonstrates the variety of human creativity, world-views, and social
matrices. Retrospective comparison may also lead to the establishment of a
global category such as "tragedy" or "the tragic," whose primary purpose is
^ See, for instance, Taplin 1993; Easterling 1994; Kurke 1998; for material on the long
history of theatrical institutions, see Csapo and Slater 1995.
'* See for instance Guillen 1971: Ch. 4, "On the Uses of Literary Genre"; Fowler 1982;
Rosenmeyer 1985; Victor 1986; Genette 1986; Conte 1994: Ch. 4, "Genre between Empiricism
and Theory." Through the kindness of Alessandro Barchiesi 1 have seen in advance Barchiesi,
forthcoming, and can refer to (although 1 have not seen) Depew and Obbink, forthcoming.
5 E.g. Frye 1957.
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perhaps to characterize a distinct world-view, but which secondarily
becomes a tool to identify great specimens and to winnow out the deviant.
The retrospective approach tends toward a narrowing of focus and a
greater clarity of specification. Aristotle gives some impetus to this trend in
the prescriptive parts of his Poetics and in his interest in the "best kind" of
tragedy, but there coexists in his study of tragedy a countervailing
descriptiveness, as he acknowledges considerable variety and makes room
for inconsistent alternative hierarchies. The postclassical critics who made
such judgments as KCO|iiK(OTepav exei ttiv KaTaaTpo9T|v (found in the
hypothesis to Orestes) and eKpd^^exai wq dvoiKeia xr\q TpaYiKfi(;
Tioiriaeox; (in the hypothesis to Alcestis) show, however, a fuller
commitment to a simplified and narrow definition. If we look to the middle
third of the twentieth century, H. D. F. Kitto in the 1930s and Desmond
Conacher in the 1960s show a similar commitment in pursuing their
classificatory schemes, though the degree of sympathy for Euripides'
projects is notably greater in the work of Conacher.^ For critics of a
philosophical bent, especially those under the influence of Hegel, "tragedy"
often became an ideal form, fixed and stable and seemingly
epistemologically prior to the works in which it is instantiated. But the
relationship of particular works to a generic category is no longer viewed by
most critics in this way. Instead, instability, dynamism, and indeterminacy
have entered the picture. Critics have acknowledged the hermeneutic circle
in which the particular works and the generic category are bound; and it is
recognized that definitions may admit the notion of peripheral as well as
central features, and the Wittgensteinian idea of definition by "family
resemblance" is sometimes invoked.^
The other perspective we may apply to considerations of genre is a
temporally embedded or prospective one. As often with Greek genres, we
students of Greek tragedy are positioned in the early phases of what turned
out to be a long development in Western and world literature. We are
certainly interested in the traditions of reception, translation, imitation,
adaptation, and appropriation, but as students of the ancient world we must
also be interested in the original context of production, performance, and
reception. Not merely for the fairness of our literary criticism, but also for
any approach to understanding the place of Greek tragedy in the cultural
and ideological dynamics of the Athenian polls, we need to consider the
range of expectations shared by the playwrights and the audience—for this
is the essence of genre in this perspective. Claudio Guillen speaks of genre
as "provocation," as the background or context in which each writer
explores the vitality and the limits of a form. The genre is thus a moving
target, a work in progress, not a consistent frozen form. This is especially
true in the Greek tradition, where poets emulated and rivaled authoritative
^ Kitto 1961 (the first edition was published in 1939); Conacher 1967.
"^ Guillen 1971: 130-31, citing Elliott 1962: 23; also Fowler 1982: 41^3.
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inventors of various models and felt free to extend and vary what they found
in the tradition.^ Sophocles and Euripides and a good portion of their
audience in any specific year had themselves lived through changes in the
style, construction, performance, and physical setting of tragedy. And
tragedy was embedded in multiple systems that promoted change and
experimentation. In the widest context of the Greek poetic tradition,
especially those parts that featured mythic narration, all poets were, as I
have already mentioned, engaged in a contest for authority, a competition of
sophia involving the adaptive interpretation and extrapolation of a
multiform tradition.^ In the more local context, the Athenian democracy of
the fifth century was a constantly-evolving experiment, a society in which
citizens were free to propose that things be done differently than before.
And in the narrower context of the tragic festivals, competition itself must
also have been a spur to innovation and differentiation.
The Frogs may give the impression that people—or some particular
persons—had a clear idea of what tragedy should be and that Euripides was
not meeting the standard. Yet Aristophanes' comedy, here as elsewhere,
relies on stark contrasts that facilitate parody and sharpen humor. The
simplifications that occur in comic debates are not far removed from those
that are prevalent in contemporary "hot-button" cultural debates, where it is
in the interest of one or both antagonists to pretend that an issue is clearer or
a definition more narrow than it is in the actual usage of the society as a
whole. In addition, the very conception of the classical, of perfect harmony,
balance, and decorum, of the uniformly spoudaion, is a construction created
to satisfy certain needs and to contest alternative views. The idea of
classical perfection is often a mirage, a retrojection into the past of the
desire for order felt by those who feel acutely its lack in their present. As
Daniel Selden has recently noted in another connection, an emphasis on
fixed boundaries and clarity of definition is in fact a polemical stance, an
insistence that literary production mirror the hoped-for stability of a
hierarchical social order and thus help to validate that order. '^ Aristophanes
is engaged in such a polemic in Frogs. In a remarkable passage in Plato's
Laws (700-01) we find a similar wishful retrojection: The Athenian speaker
projects on the Athens of the age before Salamis a parallel regimentation of
social discipline and musical types, and decries the mutual deterioration and
indiscriminate contamination that, in the age after Salamis, affected both the
social order and the purity and tastefulness of music. Modem critics who
assume too clear a notion of what is true tragedy and what is not may
replicate this contrived image of the purity of the genre.
' Rosenmeyer 1985.
' See e.g. Griffith 1990.
'" Selden 1994. For an earlier consideration of the trap of devotion to the classical, see
W. R. Johnson 1970.
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Tragedy, at least as we know it in the fifth century, is inherently a genre
of varied form and content. The dialogue sections are essentially sui
generis, although longer narrative passages, on the one hand, may exploit
the associations of hexameter epic narrative, and first-person speeches of
self-justification, argument, and analysis, on the other hand, may recall the
Solonic branch of the iambic tradition as well as the more extensive
speeches in Homer. The choral parts, however, borrow from or appropriate
other genres, such as hymn, threnos, epinician, epithalamium, etc.^^ The
occasional self-referentiality of the tragic chorus depends on the
permeability of the tragic performance to other kinds of performance in
festival and cult.'^ The dithyrambic odes of late Euripides are not a genre-
violation, but simply a new appropriation and an extension or exaggeration
of pre-existing tendencies in the choral voice. ^^ Even the actual embolima
of Agathon and later poets may not have struck their audience as a generic
boundary-violation. Just as we can speak of intertextuality to describe the
competitive and appropriative stance of different texts within a poetic
tradition, so too we may recognize intergeneric play in tragedy not as a
violation that marks an abandonment of a fixed genre, but as a key element
of the living and changing genre. •"*
If we imagine ourselves into the position of a member of the audience
at the Dionysia in the second half of the fifth century, how in fact do we
recognize what we see as a tragedy, and what might provoke in us the
reaction that something violates the genre or perceptibly suggests to us a
different genre? In the Archaic and Classical periods many Greek poetic
genres are defined clearly by occasion as well as internal features. An
audience recognizes a tragedy by its place in the festival program, by the
costumes and masks of the characters and chorus and perhaps often by the
painted decor, by the formality of the language and meter of the iambics, by
the mythological identity of the principal characters, by the presence of the
chorus and the alternation of episodes and choral songs. Few of these
markers show significant variation over time or between different tragedies.
If we compare Seven against Thebes and Helen in these regards, the
principal differences are in the change in language and meter: There is
some distance between the grandeur and weight of Aeschylus' iambic style
and the Euripidean style, lightened by more ordinary words, some prosaic
and some colloquial, and by the relaxation of the trimeter through frequent
resolutions. Yet Euripides' diction as a whole remains distinctly tragic, and
other features of tragic style are still recognizable as such: Porson's Law is
" On hymns in tragedy, see William Furley's contribution to this volume.
'^ See especially Henrichs 1994-95.
'' On Euripides' uses of the choral voice, see Mastronarde 1998 and 1999.
"* Compare Del Como 1995. Goldhill 1986a: Ch. 10, "Genre and Transgression," relates
the variety of tones and genre-features in Euripidean tragedy to the notions of a fractured self
and fractured society and to problematics of language and values, and he emphasizes the effect
of making the audience aware of itself and of conventions, in the Brechtian manner.
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still respected, word-order and syntax and morphology are differentiated
from those of everyday speech, metaphor is exploited in the way that is
traditional in high-style poetry. And despite Euripidean colloquialisms,
even in Helen the style is immediately distinct from that of Old Comedy.
Similarly, in costuming, the hero in rags may not be as impressive a sight as
the hero in military garb or kingly robes, but the tragic actor is still
obviously distinct
—
generically distinct—from the comic actor with his
padding and phallos, and the tragic chorus is likewise distinct from both the
comic chorus and the satyr-chorus.
From the perspective of archaic and classical poetry and its audiences,
the most important discrimination was not based on plot-type or story-
pattern so much as on social and ethical valence, high vs. low, serious vs.
non-serious, the great dichotomy that Aristotle sees as essential to the
understanding of the development of tragedy and comedy, even though he is
speaking in what I would call a theoretical or pre-historical rather than a
historical mode in Chapter 4 of Poetics. Through many generations of the
poetic tradition—from the composers of epic recitations and the hexameter
hymns to the professional authors who developed the option of
incorporating a mythic narrative in lyric processionals, maiden-songs,
wedding-songs, dirges, and the like, from Arion and Stesichorus to
Simonides and Pindar and the early poets of tragedy—the high-style poets
had a wide range of mythic narrative available to them and were also
capable of creating new stories. Myth provided both negative and positive
exempla, and the mixture of blessing and curse, divine favor and divine
rancor, triumph and failure was present in many myths and acceptable in
many poetic contexts, since such mixture was a prime characteristic of the
Greek conception of human life and of the role of the gods in it. Thus, even
if tragedy actually had some original connection to mourning or to extreme
suffering or to the anxieties of sacrificial killing, the poetic traditions amidst
which and from which it grew allowed an expansive openness to heroic
myth of many kinds. Even if we speculate that, in a period of 25 years or so
embracing the 430s and 420s, tragedy was in its clearest condition of
polarity vis-a-vis comedy, as Oliver Taplin once argued,'^ and thus showed
a strong bias toward tales of destruction and disaster, tragedy's relation to
heroic myth ensured that there was also room for stories of achievement,
foundation, restoration, rescue, and happy recognition. To put it another
way, the Odyssey, from the perspective of the fifth century, is a proper
model for tragedy because of the social and ethical level of the main
characters. Only from a later perspective is it also to be viewed as a model
for comedy, and this applies only when the plot-mechanisms and story-
patterns have been transferred to non-heroic characters and the high-style
elements have been removed. Although Aristotle may go too far in
categorizing gradations of virtuousness and corresponding gradations of
'5 Taplin 1986.
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audience-identification and emotional response, his concern with the tragic
emotions of pity and fear and with heart-wrenching shock (ekti^ti^k;) is not
to be disregarded. In the tragic mode, the sorrow, pain, and fear of the
actors are taken seriously by the audience, and this response need not be
tied to only one type of plot.
Two aspects of Euripides' work have received the most attention when
critics speak of his stretching, abandoning, or even "destroying" the
traditional genre. First, the unevenness of tone and the mixture of levels of
style are contrasted with a putative classical form of tragedy in which these
elements are more uniform. This is the basis of many of Aristophanes'
comic critiques. Second, many ancient and modern critics have a strong
inclination to identify "true tragedy" with the portrayal of a disastrous event
affecting a basically sympathetic character and so seek contrasting terms to
deal with plots with "happy endings" or "mixed reversals." But both in
style and in plot-types we are scarcely in a secure position to determine the
exact degree of Euripidean innovation, because of the loss of so much of the
contemporary work that formed the context.
Of the more than one thousand tragedies produced at the Great
Dionysia and the Lenaia in Athens in the fifth century, we have a decent
level of knowledge of at most five percent. The devastating gaps in our
knowledge of the contents of Sophocles' lost plays are an insuperable
obstacle to any confidence about the fixity or variability of the concept
"Sophoclean tragedy," without which any generalization about tragedy in
the second half of the fifth century must be hedged with caution, if not in
fact abjured. It is of course possible that Sophocles was indeed the master
of "classicism" and that his dramatic style over a long period of time
represented a high consistency of tone, of seriousness, and of dramatic
illusion. This fits the late antique view of the perfection of Sophocles' art
reflected in the scholia and in the Life of Aeschylus, a judgment that feeds
into and is elaborated in the view of German classicism around 1800. It is
also the basis of Ann Michelini's attractive interpretation of Euripidean
dramaturgy as deliberately "anti-Sophoclean." But it is also possible that
Sophocles' work was always more varied than the classicizing tradition
indicates or that it displayed experimentation and variety earlier than we can
firmly attest it. That is, it was not just in very late works such as Philoctetes
and Oedipus at Colonus that he produced works of a very different spirit
and construction from Antigone and Oedipus the King, the plays that have
had such a normative effect on the conception of tragedy favored by many
critics and most modem readers and viewers.'^ Likewise, it may be that lost
tragedies by other contemporary authors also reflected a greater variety, but
unfortunately we know nothing really useful about the content and plots of
plays by the contemporaries of Aeschylus and early/middle Sophocles. We
'^ On the range of mythological subjects of Sophocles' plays and the aspects of his art we
learn of only from fragments of the lost plays, see Radt 1991.
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are thus unable to judge to what degree the neat classicizing arc of
development and decline may be a mirage. Even if there is some truth in
that image, variety of tone and attitude and mixture of styles are at home in
tragedy from the beginning of our record, and it is truer to say that Euripides
revived, extended, or extrapolated upon earlier stylistic possibilities with a
freedom to be expected in the Greek tradition.
The relation of plot-types and plot-outcomes (in the Aristotelian sense
of "to good fortune" or "to bad fortune") to the generic status of a play is
especially problematic. Critics tend to claim that Euripides is innovating
(and perhaps being non-tragic) by adopting and manipulating certain plot-
types. In fact, even when we have a complete play to consider, the bare
description of the direction of change of fortune and of the outcome
presented in the final scene does not tell us all that we need to know about
the possible dramatic, emotional, or ethical effects of the play. Such effects
may be mixed or contradictory, and one could argue that such mixture or
self-contradiction is itself emotionally or metaphysically a key element of
the genre of tragedy. Shifts in sympathy, differences of perspective (such as
between those of the suffering individuals and those of the observers and
survivors), gestures of closure or lack of closure ^"^ all may cut across the
apparent direction of the change of fortune.
With this important caveat, I would like to ponder briefly what can be
conjectured about some lost plays in order to gain some perspective on the
context of Euripides' choices. What I have sought in the fragments are
traces of plays earlier than Euripides or contemporary with the earlier parts
of his career^^ that may have featured plot patterns or motifs like those
which have sometimes led critics to regard him as generically innovative.
Plays celebrating a cultural or ritual foundation may have a positive
coloring, although this can be counterbalanced by emphasizing the cost to
someone of reaching that welcome conclusion. The trilogy-form as
exemplified in Aeschylus' Oresteia provides in its third play a suitable place
for such a foundation. Eumenides also provides one model for the saving
deus ex machina; and the celebratory tone of the finale and the shift of
interest from Argos to Athens tend to distance the audience from the effects
of foreboding, horror, and moral doubt that the earlier portions of the trilogy
so strongly evoke. One may speculate that the writing of connected
trilogies invited a different conception of plot-design than the writing of
single, unconnected plays: The connected trilogy may have made easier the
'^ For discussion of some closural devices in Euripides, see Dunn 1996.
'^ A further caveat is that for most of the Sophoclean titles we have inadequate grounds for
guessing a date, so some might be contemporary with the later phases of Euripidean
production.
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depiction of recuperation following disaster or of constructive consequences
of great suffering. But it is dangerous to take the Oresteia as the pattern of
all connected trilogies. No constructive future is offered at the end of the
Theban trilogy, and in the Danaid trilogy the hopefulness of whatever
foundation there may have been in the third play will have depended on
unknown factors: Who was on trial, the husband-slayers or the husband-
saver? How much emphasis was given to punishment of the husband-
slayers? Nevertheless, Aeschylus' Aitnaiai is very important in that it
demonstrates early the potential for developing the celebratory aspect in an
isolated play rather than in the third play of a connected trilogy. Among
members of other connected trilogies, another possibility for final emphasis
on a valued foundation is the Neaniskoi, the third play of the Lycurgus
trilogy: If we entertain Hermann's conjecture about its contents, then after
the resistance and punishment enacted in the previous plays, worship was
embraced in the third. The foundation alluded to in Aeschylus' Nemea (if it
was a tragedy and not a satyr-play) would probably have been darkly
colored by the death of the baby Opheltes/Archemorus or the predictions of
Amphiaraus about the doom of the Seven. Among Sophocles' works,
Triptolemus seems a likely candidate for a celebratory and foundational
theme: It is possible that a rescue of the hero from imminent murder was
featured in this play; the only other misfortune associated with Triptolemus
was long before the time of the play, his loss of immortality (if the version
in which he was identified as the nursling of the disguised Demeter was
current so early). More doubtful is the case of Sophocles' Creusa and/or
Ion, since we are in the dark about the content. A more remote possibility is
that Eurysaces could have had a patriotic, foundational theme, but it could
be an alternate title for the Teucer, which featured the bitterness of that
hero's rejection by Telamon and his exile.
Aeschylus is supposed to have termed his plays "slices from the
Homeric banquet," and there are some tragedies that would appear to have
presented a famous incident in heroic legend without including a death or
serious suffering. In identifying such plays, a problem is raised by the
petitio principii of which many students of fragments have been guilty:
Scholars tend to classify as satyr-plays those plays whose titles imply an
action apparently without fatal incident. For instance, Aeschylus' Argo may
have told of the mustering of heroes and the beginning of the voyage. In the
absence of actual evidence, a number of scholars have assumed that this
play is satyric precisely because no fatal incident is readily detected.
Similarly for Kabeiroi, in which Athenaeus says that Aeschylus preceded
Euripides in showing drunken heroes in a tragedy, some modems count the
play as satyric despite Athenaeus' use of the term tragedy, or suggest that it
was fourth in its tetralogy, in order to save both Athenaeus' testimony and
their own conception of tragic decorum. The same problem arises for
Sophocles' Nausicaa or Plyntriai: Casaubon already thought the content of
Odyssey 6 not serious enough for tragedy and so claimed the play was
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satyric. But other incidents of the Odyssey were turned into tragedies and
may not have contained fatal actions: for instance, Aeschylus' Ostologoi
and Penelope (if it is not the same play) and Psychagogoi, Sophocles'
Madness of Odysseus and Niptra. From non-Homeric epic one may add as
possibilities Aeschylus' Hoplon Krisis (although the action of course leads
to Ajax's suicide in the next play of the assumed trilogy) and Philoctetes;
Sophocles' Syndeipnoi or Achaion Syllogos (the quarrel at Tenedos; unless
it is satyric), Helenes Apaitesis (embassy to Troy; was this the same as
Antenoridail), Lakainai (theft of the Palladion), Lemniai (visit of the
Argonauts), Skyrioi (fetching of Neoptolemus), Sinon (deception of Trojans
about the Horse), and perhaps Nauplius Katapleon (choices for the
conjectured content include a visit of Nauplius to Troy and his failed effort
to gain reparations from the Greek leaders, or his efforts to induce the
leaders' wives back home to commit adultery). It is possible, finally, that
Sophocles' Aegeus contained only incidents of Theseus' successes and his
recognition by his father.
A number of plays may have included release from disease or pollution,
rescue, reconciliation, or (happy) recognition.^^ Eumenides and Danaides
again are relevant, but also Aeschylus' Mysoi and Sophocles' play of the
same name (probably presenting the purification of Telephus, and also
recognition), Aeschylus' Telephus (curing of his wound) and Phineus
(rescue from the Harpies), the Prometheus Lyomenos (release and
reconciliation), the one of Sophocles' two Athamas plays that featured the
rescue of Athamas from sacrifice, his Philoctetes at Troy (cure of wound,
triumph over Paris), and Tyro (similar in motifs to Euripides' Antiope and
Hypsipyle). There was probably an ex machina rescue in Sophocles'
Peleus, though it followed on revenge killings, as with the sparing of Lycus
in Euripides' Antiope. Much more uncertainty attaches to Aeschylus'
Ostologoi (did this involve reconciliation with the suitors' families?),
Sophocles' Creusa/Ion (was there a recognition?), and Chryses (but in one
possible plot summary, that of Hyginus, Fab. 120-21, the recognition and
escape involving Orestes and Iphigenia in flight from Thoas sound like post-
Euripidean motifs). Sophocles' Alexander also probably included a
recognition and perhaps escape from imminent death. Related to these
motifs is the occurrence of miracles such as restoration of the dead to life, a
motif found in the Polyidus story that was dramatized in Aeschylus' Kressai
and Sophocles' Mantels, and rejuvenation, which perhaps featured in
Aeschylus' Trophoi.
In some revenge plots or plots involving killing it is possible for the
focalization to be completely with the avenger and the killing to be viewed
as a triumph of the just. Admittedly, in extant examples, as Anne Burnett
has shown in her recent work on revenge tragedy, ^"^ there is usually some
" See also Thummer 1986.
20 Burnett 1998.
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complication of the moral valence. But occasionally (as probably in
Euripides' Cresphontes) the opponent may have been a villain and the
audience may have been afforded no opportunity to focalize the event from
the villain's point of view or that of his mourning relatives. For instance, in
Philoctetes at Troy the sympathies may have been entirely with the cured
Greek hero and the end of the play may have shown him in honor and
success after the death of Paris. Likewise, if Telephus' triumph in battle
was part of Aeschylus' Mysoi, this would be a case of the success of a
sympathetic character. The Polyidus plays may have shown the defeat of
the schemes and threats of Minos, who seems not to have been a
sympathetic character in tragedies in which he appeared.^' Oenomaus was
clearly a villain in Sophocles' Oenomaus, where reference was made to the
display of the skulls of his many victims. This plot also involves the motif
of the young hero acquiring a bride as part of the accomplishment of a feat,
the motif also present presumably in Sophocles' Kolchides as it is in
Euripides' Andromeda, and it is interesting to note that fr. 474 of Oenomaus
is a statement of mutual desire in the mouth of Hippodameia, one of the rare
parallels for the expression of young love in AndromedaP- Nevertheless,
we cannot say how far Pelops' success in the contest with Oenomaus was
darkened by his use of Myrtilus and/or by the elimination of this helper.
Aeschylus' Eleusinioi may have shown a straightforward triumph over the
unjust Thebans without the ironies that enter Euripides' version of the
recovery of the bodies of the Seven. Nor is it clear how Aeschylus'
Epigonoi might have complicated the issue of the triumph of the offspring
of the Seven.
There is of course great uncertainty about all of the plays just
catalogued, and in the absence of complete texts we must concede that
almost every one of them could potentially have been treated in such a way
as to provide no precedent for the variety of plot-types in Euripides. But
cumulatively the survey is at least suggestive.^^
The hypothesis I wish to promote (for the evidence is not sufficient to get
beyond hypothesis) is that as a poetic form devoted almost exclusively to
heroic myth and arising within the tradition of hexameter epic, high-style
choral lyric, and Stesichorean lyric (whether choral or not), tragedy had
^' Note also the treatment of Minos in Bacchylides 17, as Dorian villain in contrast to
Theseus as Ionian hero.
^^ See John Gibert's contribution to this volume.
^^ See Gibert in this volume, p. 85 n. 35, who notes that it cannot be ruled out that Sophocles
produced his Phaedra before Euripides presented adulterous wives or his Tyro before
Euripides presented his maidens impregnated by gods. It is widely accepted that Sophocles'
Andromeda was earlier than Euripides', but some think Sophocles' play was a satyr-play
(Gibert, p. 83 n. 30).
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continuously available to it the full range of heroic narratives, including
story-patterns of both positive and negative outcome, and allowing tones
and overtones of various sorts (including terror, pity, regret, admiration,
celebration). 2^* Just as tragedy developed over time in the direction of unity
of place and unity of time without ever reaching the sort of inviolable rule
envisaged by the Renaissance theorists, so too it may have developed
toward a recognition that a disastrous conclusion most readily evoked pity
and fear and was fundamental to many effective plays without completely
leaving behind the other possibilities and without denying that pity and fear
and kindred responses could be evoked otherwise as well. This hypothesis
is an alternative to the view that Attic tragedy as a whole, for some defined
span of years in Sophocles' prime, was at a peak of sharp definition,
restraint, and decorum, differing significantly from a state of greater variety
during its preceding developing years and from a new efflorescence of
innovation and genre-bending in the final decades of the century.
On this view, Euripides' relation to the tragic genre requires careful
description. He is not abandoning or corrupting a fixed genre, but exploring
the potentialities of a living genre. The concern with questioning,
contingency, and double vision that is so prominent in Euripides is to be
accepted as properly at home in the tragic tradition. And none of this is to
deny the creativity and avant-garde nature of Euripides' work, for example
in aspects like self-consciousness of rhetoric, self-consciousness of formal
structure, metatheatrical or distancing gestures, the trend toward more
personal and domestic themes, including eros, and the larger role for
women as characters in his plays.
I now turn to some of the genre-terminology that is commonly used to
describe or categorize the difference of Euripidean dramaturgy. ^^ The
interaction of the satyric and the tragic is a large topic to which I cannot do
justice here.2^ In brief, the rescues and positive outcomes of satyr-plays
would seem to be a ready model for similar story-patterns in tragedy, but
this is not the only possible stemma of influence. Many indications suggest
^* The difference between a narrower and a more inclusive conception of tragedy is in some
ways analogous to the difference between the content and spirit of Homeric epic and the tone,
content, and range of non-Homeric epic (see Griffin 1977). Also analogous, probably, is the
classicizing narrowing of the textual tradition of epic and tragedy based on the taste of later
generations and on the needs of the educational establishment.
^^ See also Fusillo 1992, who refers to a few additional terms not considered here (271
n. 3). See also Canevet 1971 for an attempt to describe aspects of Euripidean drama as
"baroque."
^^ Originally, this topic was to be covered at the conference in a separate paper, but the
speaker was forced by other duties to withdraw. For recent treatment of Euripidean satyr-
plays, with extensive bibliography, see Pechstein 1998; also Krumeich et al. 1999. On satyr-
plays in general, see Seidensticker 1989.
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that tragedy and satyr-play had a common origin. The two forms may well
have developed over time a sharper distinction of one from the other by
mutual differentiation. But when a story-pattern is shared, this might be due
to descent from a common ancestor rather than dependence of the one form
on the other. The difference is not so much in the story-patterns as in the
status of the dramatis personae (for there is a relaxation or violation of
decorum when the satyrs and Silenus are introduced on stage and when
other monstrous beings are seen rather than described in messenger
speeches) and in the light-hearted attitude toward heroic values and toward
human interactions with divinity. While it is certainly useful to recognize
motifs that are shared between tragedies and satyr-plays, we cannot be
confident that in the original context of performance these features were so
strongly felt as distinctive of satyr-play that labeling them "satyric" is
sufficient.^'' Even in the case of Alcestis, we unfortunately are uncertain
how the "prosatyric" position of the play affected reception. How often, if
ever, had the audience seen a fourth play without a satyr-chorus? Did some
of the audience know in advance from the proagon that there would be no
satyrs, did the painted decor provide some hint, or did this become clear
only with the entrance of the Pheraean elders, since a satyr-play could have
opened with the appearance of Apollo on stage-level and the folkloric rather
than high-style mythological character Thanatos?
Comic elements in tragedy have been discussed with a fine sense of
nuance by Bemd Seidensticker in Palintonos Harmonia (1982), but there is
still ample room for disagreement among scholars. ^^ Already in the Poetics
we find the schizophrenic view that the Odyssey is along with the Iliad a
precursor and model of tragedy, but that it is also, as a double plot, the
model for the form of tragedy whose pleasure is more characteristic of
comedy than of tragedy. Aristotle's sporadic effort to identify a best form
of tragedy and his use of the term tpayiKcbxaToq in his polemic against the
audiences or critics who prefer happy endings point in the same direction as
later retrospective efforts to define a metaphysical core of the tragic genre,
that is, toward the marginalization of plays with happy ending. Yet as
Bernard Knox and Bemd Seidensticker acknowledge, there is a fatal
anachronism in speaking of Euripides' relation to comedy as a genre: The
comic genre to which comparisons are so readily made is that of the
Western tradition going back to fourth-century Greece, so that Euripides is a
precursor and not a borrower. From the contemporary perspective, there are
several possible resonances for those aspects of Euripides that diminish the
decorum of the high-style mythological tradition, including comic elements
in Homer and the satyr-play as well as Old Comedy.^^
^^ Note the cautions of Sansone 1978.
^^ See, e.g., within this collection the paper of Justina Gregory.
2^ Knox 1970 makes a case for regarding Ion as a "comedy," but the usefulness of this
designation continues to be debated, as by Matthiessen 1989-90 and Zacharia 1995.
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The term tragicomedy derives from the Latin tragicomoedia
(transmitted tragicocomoedia), apparently an ad hoc comic formation
designed for and extant only in the prologue of Plautus' Amphitruo, where it
refers to the mixture in the same play of characters of different social levels,
kings and gods from tragedy and slaves from comedy. The term was taken
up in the Renaissance and applied to dramas that in various ways combined
features associated in genre-theory with tragedy and comedy, and some
theorists included Eumenides or Sophocles' Electra as well as Cyclops and
some Roman comedies in their lists of examples. Since the eighteenth
century, theory has concentrated on the mixture or juxtaposition of
characteristic emotional effects on the receiving audience, and Seidensticker
reasonably arrives at a broadening of a narrow definition developed by Karl
Siegfried Guthke: In the tragicomic the tragic and comic elements may be
either simultaneous or juxtaposed, and the effect may be either a
heightening of the tragic through the comic or a mutual enhancement of the
effects of both. This term certainly has heuristic value as we try to describe
the special qualities of Alcestis or Helen, or as we debate the tone of
particular scenes such the lolaus-scene of Heracleidae or the Teiresias-
Cadmus scene of Bacchae, and Seidensticker' s preliminary discussion is
very scrupulous in acknowledging the potential pitfalls of anachronism and
overprecise delimiting of the tragic and the comic. No harm is done if we
avoid accepting the myth of the ideal form of tragedy and if we understand
the "tragicomedies" as evidence of the richness and flexibility of the Greek
dramatic tradition and not as failed tragedies. The questioning and irony
that are characteristic of all tragedy are carried on in the double vision that
creates such plays, ^^ and this category should not be viewed, as it
sometimes has been, as a form of tragedy that pulls its punches.
Romantic tragedy is another term that has gained currency in the
analysis of happy-ending plays. ^' Again, it is easy to observe
retrospectively how features of the later genre of Greek romance are
anticipated in plays like Iphigenia in Tauris and Helen: prolonged
wandering from home to exotic locales, shipwreck, separation from and
reunion with loved ones, close escapes from imminent death or unwanted
marriage, ambiguous oracles and dreams, doubles and disguises, and most
of all, for those familiar with the genre, the comfortable sense that all will
turn out well in the end, no matter what thrilling reversals and apparent
disasters may be experienced on the way to that end. From the
contemporary perspective of Euripides' time, however, these motifs look
back to the Odyssey and other epic tales of quests, to genealogical poetry
that incorporates the non-Greek world through stories of exile and
foundation and locates the origins of noble clans in the liaisons of gods with
^° See Zacharia 1995.
^' For a consideration of key features of the plays that are usually discussed under this
heading, see Fusillo 1992.
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mortal women, to stories of ultimate release after suffering, and even to
mythical prototypes like the descent and return of Persephone or the
triumphs of Dionysus over his captors and persecutors. In addition, the oral
tales that Sophie Trenkner posited in her study The Greek Novella in the
Classical Period (1958) probably exploited many of the same motifs,
although Trenkner tended to give too much credit to the direct influence of
folktale and novella, ignoring the Odyssey and other high-style story-telling
(such as the lost poems of the Epic Cycle) where some of the same story-
patterns could already be found. Romantic tragedy has seemed antithetical
to the emotional payoff and metaphysical recognition of contingency that
philosophical theories ascribe to "real tragedy," but once again the actual
context is rather different. Both Greek religion in general and Dionysiac
religion in particular do not present a simple, consistent theology or fixed
view of how the gods interact with human life. The Greeks could entertain,
among other conceptions, both the idea of cruel and jealous gods and the
notion of kindly reciprocity and saving favor from the gods. Both are
present in a trilogy like the Oresteia, and even in single plays like
Trachiniae and Hippolytus we find not only a "tragic" view of the world, in
the narrow sense, but also at least hints of a countervailing view. In
Trachiniae there is at least an allusion to Heracles' release on the pyre and
his deification which, like the action of the whole play, is to be understood
as Zeus' will. In Hippolytus there is both the compensation of
memorialization and the constructive cult practice that will guide other
young people through the transition that Hippolytus was unable to negotiate.
Dionysus himself embraces tragedy and comedy, and tragedy and satyr-
play, so the themes of release and restoration that we see in romantic
tragedy are not unDionysian. Despite a rather strained appeal to Northrop
Frye's notion of a cycle of modes and an overly biographical/psychological
interpretation of Euripides' art, Cedric Whitman was correct to note the
ritual pattern behind Helen and Iphigenia in Tauris and to view the move
toward synthesis and fulfillment as akin to the structure of some connected
tragic trilogies. ^^
Melodrama is a modem term that originated in French at the turn of the
eighteenth to nineteenth century. The name derives from the regular
incorporation of musical numbers into the performances of what was
considered low-brow theater, but soon came to apply to a genre of play with
a double plot, containing a mixed reversal for the persecuted virtuous
characters and the villain. The opposing characters are drawn in stark
contrast, and motifs such as disguise and unexpected return and reunion are
common, as are spectacular theatrical effects and surprises. For some critics
this term thus overlaps with romantic tragedy or tragicomedy, but it is
probably better to admit in melodrama the more recent connotations of
luridness and extremity of emotion and to differentiate between
32 Whitman 1974; see also Fusillo 1992; Thummer 1986.
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melodramatic tragedies and plays with a lighter tone and gentler outcome
such as Helen and Iphigenia in Tauris. Melodrama was stigmatized for its
moralizing and for its strong emotional effects by the critics of a century
ago who championed the new realistic drama, and the application of the
term to Euripidean drama is usually another way to describe his work as
non-classical or non-Sophoclean or not fully tragic (although an
unprejudiced critic might note melodramatic features even in Oedipus the
King, taken by so many theorists as the paradigm of true tragedy). ^^ Robert
Heilman's book Tragedy and Melodrama discusses the contrast in several
ways and defends the place of melodrama in the dramatic tradition, but
throughout his discussion there is undeniably an undertone of his
acceptance of the superiority not only of real tragedy but also of the
audience that wants tragedy.-''* Among the criteria between tragedy and
melodrama frequently cited from his discussion, one is the distinction
between the dividedness of the tragic character and the undivided or
"monopathic" nature of the melodramatic character. This distinction is not
well suited to Greek drama because it assumes the Romantic model of the
individual character. Similarly, the distinction he wants to draw between
tragic motivation from within the major character and melodramatic
motivation from without relies on modem (but now challenged) theories of
causation and the will and is not appropriately applied to the serious drama
of the Greeks, where the mysterious interplay of the psychic and the
demonic is a regular feature. ^^ So the term "melodrama" introduces as
much anachronistic confusion as strict definitions of "the tragic."
In describing the work of Euripides, the terminology of genres is useful
as a heuristic device, for the help it gives us in differentiating various tones
and emotional effects, the mixture and juxtaposition of which is a key to
much of his dramaturgy. The terms give us a convenient way to recognize
the hierarchy of stylistic levels and social situations in Greek life and Greek
poetry and the varieties of story-pattern that are available in myth, folktale,
and poetic narratives. When the terms refer to the high and the low, socially
and ethically and stylistically, to the spoudaion and the geloion, they
capture something that had been operative in the Greek poetic tradition for
generations, something to which both playwrights and their audiences were
sensitively attuned in many contexts of life. But when the terms rely
principally on story-patterns and plot-outcomes or on conceptions of
personality and causation that are poorly matched to the habits of thought of
the Greek tradition, they are too crude a tool, encouraging a view of genre
that is too prescriptive and that oversimplifies the stemmatics of intergeneric
affinities. The way forward is not to abandon these terms altogether, but to
" See the papers in Redmond 1992, especially Hauptman 1992 and Sharp 1992.
^'^ Heilman 1968; see the brief critique in Michelini 1987: 321-23.
^' For various challenges to nineteenth- and early twentieth-century assumptions about
character and the problematic applicability of such assumptions to Greek drama, see e.g. B.
Williams 1993; Gill 1996; Padel 1992 and 1995.
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use them with care and self-consciousness and with respect for the (mostly
lost) wealth of the Greek poetic tradition. This implies the need to
encourage our students and the wider public to direct their attention beyond
the few plays so often treated as canonical and to remind both ourselves and
our students of the constructedness of the idea of the classical and of the
idea of the tragic.
University of California, Berkeley

The Expansion of Myth in Late Euripides:
Iphigeneia at Aulis
ANN N. MICHELINI
Euripidean tragedy recaptures ethical and intellectual themes that, in the
fifth century, had moved from the province of poetry into that of prose.
This inclusiveness could be seen as destructive of genre integrity, or, more
positively, as an attempt to expand the range and significance of tragedy.
•
Another instance of Euripidean inclusiveness, or perhaps of incongruous
juxtaposition, is the use of older dramatic forms to connect innovation to
tradition without dissipating the alienating effects of a modernist style.^
This technique of revival entailed a heightened sense of genre history in
both artist and audience; and it seems natural that the incorporation of older
tragic mannerisms drew Euripides toward a further expansion in the area of
myth.
Aeschylus' supposed reference to his tragedies as slices {iz\ia.yy\) from
the epic feast^ matches Aristotle's requirement that tragic dramas not
attempt to rival the comprehensiveness of epic, perhaps provoking the
latter' s negative comment on Euripidean dramaturgy (ei Kal . . . |iti ei)
oiKovojiei).'^ Such analytic views must already have been taking shape in
the late fifth century, as part of the growing tradition of literary analysis that
Aristophanes parodied in Frogs. ^ For Euripides, of course, emerging genre
norms invited further experimentation with tragic form and further
exploration of past forms. A number of plays in his late period seem to
offer a challenge to the restrictive view of dramaturgic scope. In
Phoenissae, Orestes, ond Iphigeneia at Aulis, the tragic event is expanded
through enlarged casts of characters and innovative lyric techniques that
counter the tendency of tragic plays to focus upon a limited segment of an
extensive mythic saga.
' Michelini 1994: 219.
2 Michelini 1987: 95-99.
^ Ath. 8, 347e.
'* Arist. Poet. 1453a29.
^ Pohlenz 1920: 142-53 pointed out the unlikelihood that the critical discussions lampooned
in that play originated in the comic theater. For a contrary view, see Dover 1993: 24-37.
42 Illinois Classical Studies 24-25 (1999-2000)
The crowded casts and expansive mythic vision of these plays allude
implicitly or explicitly to the greater inclusiveness of narrative epic, the
genre that was to be replaced by tragedy as the prime exemplar of serious
literature.^ The world of epic adventure and action contrasted with the
tragic world, in which the hero of battle was reduced to powerlessness and
shame. The roles of Agamemnon in the Iliad and in tragedy exemplify this
change.^ By expanding his tragic dramas to include more characters and
more events, and by contrasting epic erga with iragic pathe, Euripides could
create an interesting focus on tragedy's descent from and rivalry with the
older genre.
Another genre distinction, of course, is intrinsic to tragedy, that
between trimeter line-verse scenes and choral lyric. ^ Lyric is often used in
tragic plays to evoke a past that serves as foil to the dramatic present. In
genre terms, lyric can depict mythical events of the magical and miraculous
sort that seem most basic to myth as legendary narrative, and at the same
time most alien to its elaboration in the Iliad and in tragic drama, where the
magical tends to be repressed or rationalized.^ Late Euripidean choral and
monodic lyric notoriously affects a lush, ornate manner that may remind
modern readers of the epinician odes of Pindar and Bacchylides.^^ The
glamorous, exotic world evoked by this style can contrast strongly with the
darker atmosphere of tragic events. Epic mannerisms in plays whose lyrics
abound in legendary material can create an effect of temporal layering, with
lyric representing a remote, idyllic past and epic a past nearer to tragic
events.
In addition to playing the changes on a series of traditional genre
registers, however, Euripidean theater had a quality of its own that was
often in strong contrast with the genre demands of lyric, epic, and even
tragedy. In Euripidean plays, realistic or naturalized elements cut through
the distancing techniques by which "serious" genres create involvement and
enchantment. The remote and elevated world of the high genres can be
deflated by a moment that evokes the specificity and reality of everyday
life.'' Such moments are common in Euripidean plays; and, in the later
^ On the Iliad as a model for Sophoclean tragedy, see Michelini 1987: 62 and R. B.
Rutherford 1982. On the replacement of Homeric epic by tragedy as the model high art form,
see Else 1957: 203-04.
^ Some precedent for this tragic change may have been furnished by the aftermath epics of
return, in which the hero was to be reassimilated into the community he had left. Epics like the
Nostoi and the Odyssey presented the hero in a non-heroic context, one closer to the everyday
and the real. See Michelini: 1987: 185-86, on Electra.
^ See discussion of this internal generic contrast in Michelini 1982: 6-15.
^ Kullmann 1960: 386-88 draws a contrast between the humanized and psychologized
events of the Homeric war epic and the greater prevalence of the miraculous in the Cyclic
epics, especially the Cypria. See also 362, on preference for the "pathetisch, romantisch, [und]
barock." For connections between the Iliad and tragic drama, see note 6, above.
'° Kranz 1933: 228-62, on "Das neue Lied."
" Michelini 1987: 181-85; see also Barbara Goff s essay in this volume. For another view
of the "Spannung zwischen zwei Zeitstufen," see Neumann 1995: 14, 30-31.
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period, the lush, archaizing lyric is often used as a foil for trimeter scenes
that emphasize the "naturalized" register. An example would be the
brilliant ode evoking the glamorous moment of Achilles' passage to Troy
that follows immediately on a scene in which Electra and her farmer
husband discuss the contents of their pantry. '^ The result is a clash between
a mode normally too remote and elevated for tragedy and one too prosaic,
too close to the world of the spectator. In terms of genre, the effect is as if
tragedy were pressed on either side by its lyric past and its future, the
domestic drama that reached its culmination in Menandrian comedy.
These various genre contrasts emerge in varied ways in the late plays.
In Phoenissae, events of the legendary past are lavishly evoked by a chorus
who, because they are quite extraneous to the dramatic action, are free to
explore the clash between legendary achievements and later tragic shame
and sorrow in the stories of Oedipus and Cadmus. '^ This diachronic
contrast is replicated in the dramatic present of the play by the synchronism
of epic and tragic events inherent in the saga of the Seven, where the
destruction of both Theban ruling families coincides with the victory of the
city over its invaders. The enlarged cast of Phoenissae features no fewer
than seven tragic protagonists, who are bound closely, or incestuously, by
overlapping family ties, while the choral odes and Jocasta's prologue
expand the mythic view to include the whole span of their tangled
genealogy.
The clash between naturalized tone and the higher genres is muted in
Phoenissae, but prominent in Orestes, which Froma Zeitlin has called the
tragedy most preoccupied with and most consciously reflective of the past. ^^
The apparently innovative myth brings Orestes, with his sister Electra and
friend Pylades, into direct contrast with a series of other relatives, his hated
aunt Helen, his cousin Hermione, his treacherous uncle Menelaus, and his
vengeful grandfather Tyndareus. Orestes doubles the evocation of an epic
past natural to Pelopid tragedies, since, with Agamemnon and Clytemnestra
already dead, both epic and tragic actions have been completed before the
drama opens. What remains in the dramatic present is only the
"naturalized" register, as a democratized Argos brings the matricidal hero to
a public trial. The legendary register reasserts itself only at the play's close,
when the violence and threats of the human actors are dissipated by divine
command. In Phoenissae, the four registers merge, as military epic and
familial tragedies reach crisis; in Orestes, the hero moves backward from
tragic or post-tragic pathos through epic activism to a legendary resolution,
a sequence that places him more and more at odds with the contemporized
Argos of the play.
'2 Michelini 1987: 196-99.
'•^ For the complex interrelation of themes in the lyrics of this play, see Arthur 1977.
'" Zeitlin 1980: 52.
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Iphigeneia at Aulis contrasts with Orestes in approaching the same
Pelopid mythic sequence from a diametrically opposed point, at the
inception of both epic and tragic plot lines. '^ The cast of family characters,
somewhat smaller than those in the other two plays, still includes some
surprising juxtapositions: Besides the parents, Agamemnon and
Clytemnestra, children Iphigeneia and Orestes, and uncle Menelaus, we
have also the appearance of a quasi-son-in-law, Achilles, who is eventually
admitted to intimacy not only with Clytemnestra but even with the secluded
parthenos Iphigeneia. ^^ A posthumous production that modernizes epic, as
it blends domestic tragicomedy with Panhellenic chauvinism, the play is
rich in proleptic hints of the art and politics of the fourth century. Together
with the famously archaizing Bacchae, Iphigeneia is a fitting close to
Euripides' long engagement with tradition and innovation, past and future.
The play orients itself very appropriately to a future in myth, as it
prophesies the future of dramatic form and Panhellenic politics.
Time, thematized as replication in Orestes and as convergence in
Phoenissae, appears in this play in a somewhat more familiar guise, as a
progression.^'' Stress on the deformation of character by circumstance is
evident in Euripidean plays as diverse as Medea and lon}^ Critics as early
as Aristotle have noted the exaggeration of this trait in Iphigeneia}'^ As
major characters repeatedly alter their decisions, instability develops beyond
the level of trope to become a thematic element, climaxing in the famous
volte-face in which Iphigeneia chooses to die for the glory of Greece.^^ The
motif of instability matches the play's concentration on futurity; and this
concentration is in turn appropriate to the mythic setting, a moment of
inception or inauguration, the beginnings of the great epic cycle of the
Trojan War. The setting in Aulis, the port of embarkation, fits the play's
forward momentum and its theme of change.
The play begins with a scene that is unparalleled in other extant
tragedy, as Agamemnon, awake in the silent seaside camp, agonizes
whether to proceed with or to avoid the sacrifice of his daughter.^' The
'^ On the intersection between genres, see Sorum 1992: 529-30.
'^ See Foley 1982: 162, on the practice of eyyuTiaK; and on Achilles' essential acceptance of
his role as affianced spouse.
'' See Luschnig 1988: 72, on the intersection of chronos and kairos.
'* Michelini 1987: 63-64. Porter 1994: 76-78 analyses a number of plays to show a pattern
of acts inspired by "desperation and incensed moral outrage aroused by a series of betrayals
and injustices."
'^ Arist. Poet. 1454a32. Knox 1966 seems first to have recognized the importance of
changes of character as thematic for the play; see also Bogaert 1965: 11. See especially,
recently, Gibert 1995: 31-54 on the history and implications of the question of tragic character
and character change.
^^ On the substitution of motif for psychological preparation, see Gibert 1995: 205-06, and
217-18, on how Menelaus' reversal prepares Iphigeneia's.
^' For the high quality and thematic relevance of the anapaestic segments of the prologue,
see Stockert 1992: I 77-79, who suggests the iambic segment as more likely to have been an
addition. For defense of the transmitted prologue, see Knox 1972. Knox (249-51) also
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picture of the general awake and worrying is familiar in Homer;^^ but the
closest parallel in drama to Agamemnon's night-time broodings is the
opening of Aristophanes' Clouds, when Strepsiades also cannot sleep and
calls for a servant. Clouds seems to be no more typical of Old Comedy than
Iphigeneia of tragedy: Both plays anticipate New Comedy in their
emphasis on the intimate concerns of family and domestic life.^^ Iphigeneia
opens with a series of scenes that ring the changes on family drama. The
quarrel between two brothers ends as family quarrels usually do, with
mutual abuse forgotten and an amicable surface reestablished. The entrance
of Clytemnestra presents Agamemnon with his entire nuclear family,
assembled for a festive occasion, the marriage of his daughter. The fuss of
disembarking from the wagon evokes the details usually suppressed in the
pomp of tragic encounters: Clytemnestra must hand down her daughter and
the baby to the care of the chorus, assign some attendants to see to the
luggage, and request further help from the chorus in managing the horses,
which, she sententiously remarks, are prone to be unpredictable (610-20).
Iphigeneia' s impulsive greeting is of a piece with this introduction, as is the
polite but tense discussion of wedding arrangements that follows the exit of
the children.
Like Phoenissae, Iphigeneia features a chorus who have no connection
to the protagonists; but, in contrast to Phoenissae, the chorus of Iphigeneia
consists of local women from Euboean Chalcis, and it is the protagonists
who are away from home in an alien setting. Except at the entrance scene,
the chorus have as little impact on the trimeter scenes as do the choruses of
Phoenissae or Orestes; and their songs often suggest a different world and a
broader perspective. Unlike the other choruses, however, and uniquely
among extant Euripidean choruses, these women are free matrons, who
have heard of the army's encampment from their husbands (176-77). Their
outsider view is tempered by an internal sympathy that is reflected in their
songs, which commend the tranquil eros of marriage and recall the ideal
marriage of Peleus and Thetis.^'* Like Clytemnestra, the Chalcidian women
feel embarrassment at their proximity to the army (187-91); and, imagining
the fears of the Trojans, they picture matrons like themselves, talking of the
danger to come as they stand by their looms (785-90).
The chorus are sightseers, who have left domestic obligation behind
and who treat the great army as a fine spectacle laid out for their
enjoyment.^^ The leaders of the army, who appear so frail and uncertain in
disposed of the assumed "clash" between 105-07 and 124-27: The passages draw attention to
Achilles' ignorance of and probable reaction to the false marriage scheme. See further
discussion in Foley 1985: 102-04.
" //. 2. 1^; cf. 9. 1-12. See Luschnig 1988: 87.
23 On the unique quality of Clouds, see Russo 1994: HI.
^"^ See discussion in Walsh 1974: 241-43, who points out the parallel with the false marriage
theme.
^^ See Zeitlin 1994: 157-59, on the chorus as viewers, creating a visualized panorama of the
scene.
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the trimeter scenes, are to them "demigods" (173-74). As the women list
what they see, their ode becomes a catalogue of heroes in epic style ;26 but
the scene that they survey is not the warlike one that is viewed from the
walls of a besieged city in the Iliad and perhaps the Thebaid as well.
Instead, the heroes are at play on the beach, practicing athletics or dice
games, the peaceful analogues to warfare. As yet untested, they are far from
the blood-stained, exhausted warriors of Homeric epic: Diomedes delights
in the pleasure of the discus, while Achilles displays his extreme prowess by
racing against a chariot. The second part of the parodos is even more
openly epic in style, since it consists of a lyric catalogue of ships,
ornamented by fanciful descriptions of the semata adorning the prows.^^ It
has often been noted that Homer's catalogue would fit better with the
muster at Aulis, and the Cypria may well have featured such a listing.^^
The latter epic, with its many erotic themes, is the appropriate forerunner to
this play, especially since the theme of the false marriage originated there.^^
The chorus offers a glamorized view of the army and the war that
contrasts strongly with the domestic atmosphere of the play and the cynical
politics of Agamemnon and his brother.^o The army's distant view of
Agamemnon's family matches the chorus' view of the army. The
Messenger relates that, when the queen's wagon entered the camp, the
soldiers themselves turned sightseers, as they rushed to catch a glimpse of
the royal maiden and to speculate about her presence in the camp (424-29).
The Messenger's account restates a theme presented negatively earlier by
Agamemnon: Prominent and fortunate beings like Agamemnon are subject
both to the dangers of a fall and to the pressures of public scrutiny (16-27;
of. 160-62). The alien setting of the camp enhances the focus on relations
within the nuclear family of Agamemnon. No longer embedded in a normal
community whose ties and traditions could otherwise form a counterweight
to their interactions, the family is thrown into a particularly close
dependency. Isolated from the orderly civic world of the polls, they are
exposed to the buffeting of the army, a great mass {oxkoc,) whose
fascination with these celebrities can in a moment turn to irrational
violence.^'
Legend, the fanciful and glamorous antecedent of epic, is also reflected
in choral songs and in the monody of Iphigeneia, which relate two events.
^^ See Luschnig 1988: 44, 87-88, who sees the chorus as beginning in epic perspective and
modulating into a more tragic view; see also Zeitlin 1994: 166-69.
^^ This may also suggest Aeschylus' Seven against Thebes, that most epic of tragedies. On
the OTinaTa, see Zeitlin 1994: 160.
28 See Jouan 1966: 295-98; Kullmann 1960: 166-67.
2^Jouan 1966:277.
30 Luschnig 1988: 74; Stockert 1992: 1 13; Neumann 1995: 1 16-17, 123.
3' Jouan 1966: 291 points to the relaxation of polis ties in the late fifth century and the
renewed emphasis on private life as conditioning the "atmosphere de drame bourgeois" in
this play.
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the marriage of Peleus and Thetis and the judgment of Paris, in which gods
and mortals mingled together. Both events lie relatively near to the
dramatic present; and the propinquity of the miraculous seems appropriate
to the pre-war setting of the play, and to the romanticized epic themes
inherited from the Cypria?'^ The realism of the modernized domestic
atmosphere clashes with the legendary preoccupations of the lyric. But the
link between the matronly chorus and the familial drama parallels the
relation of both to future change. Once the sacrifice of Iphigeneia has set
the war under way, the untouched, glamorous army will belong to an
inaccessible past; and Agamemnon's family will change from the bland
normality of domestic comedy to the abnormal tragic family whose conflicts
will generate a series of domestic murders.^^
Antigone in Phoenissae has many similarities to Iphigeneia, in that
both parthenoi appear first in a protected situation and are later impelled by
a desperate mother to take an active part in events. But Antigone and
Jocasta, appropriately to the reduplicated relations in Oedipus' family, are
closely bonded; and, once her mother is dead, Antigone takes over from
Jocasta the care of her father/brother, Oedipus. In Iphigeneia the
importance of temporal change dictates that the generations be strongly
divided. The elders are cynical and disillusioned, while the younger people
are principled, idealistic, and hopeful. ^'^ Emphasis on the nuclear family
entails a contrast between parents and children; but, like the contrast
between choral odes and trimeter scenes, the differing attitudes of-these age-
groups also mark a division between genres. The ability to believe in the
seriousness of the great political themes of epic is lost for the cynical elders,
but persists among the young. The generational split is most evident at
Iphigeneia' s exit, when she attempts to persuade her mother to abandon
resentment of Agamemnon (1454), a resentment that the audience knows to
be of long standing (1 148-56). Although Clytemnestra has stated that her
future life will be devoted to mourning and its concomitant desire for
vengeance (1173-82), Iphigeneia coolly forbids her mother or sisters to
observe even the common forms of grief.^^ A similar generational split is
expressed in the contrast between Agamemnon's view of the war and
Iphigeneia' s. The general, trapped by the power of the demagogic
Odysseus, sees the army's chauvinistic enthusiasm as a collective madness
or disease (808, 1264), while his daughter is aflame with Panhellenic
patriotism.
Achilles, traditionally the most youthful of the heroes, is almost as
naive as his prospective bride. His education in the cave of the centaur
32jouanl966: 101.
^^ See Luschnig 1988: 18: "WHen this drama is ended .... neither he nor his wife will ever
be the same again."
3'*Stockertl992:I34,61.
^^ 1435^5, 1466. See Foley 1982: 159 on the rarity of this rejection of mourning.
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Cheiron was designed, Agamemnon remarks, to keep the boy from learning
the ways of bad humans (709); and Achilles boasts that Cheiron taught him
to have "straightforward manners" (xponovc, anXovc,, 921)?^ After
promising his aid to Clytemnestra, Achilles returns to announce that the
mass of the army, including his own men, have turned violently against him.
His disillusioning experience must provoke the audience to reevaluate
Agamemnon's fears in his scene with Menelaus, when the general claimed
that the army would turn on him if he opposed the sacrifice (528-35).
Evidently, the cowardice and cynicism of Agamemnon was a better guide to
the army's mood than were the young hero's principles. ^^ The contrast
between the wavering general and his passionate subordinate foreshadows
and motivates their future clash in Homeric epic. Achilles will find in the
epic experience of protracted war the culmination of the disillusion that he
experiences first at Aulis.^^
Agamemnon's future includes tragic as well as epic experiences; and
both are set in motion at Aulis. Clytemnestra' s appearance at Aulis is
marked as a turning-point in a development that extends from past
experience into an ominous future. Appearing as a blandly conventional
matron in the scene of greeting, Clytemnestra is next observed firmly
opposing Agamemnon's unorthodox plan to celebrate the marriage without
her presence (725^5). This is a serious matter of custom that she will not
see breached. Although Agamemnon raises issues of seclusion, both for his
wife among an ochlos of males and for the daughters that she has left at
home,^^ Clytemnestra holds firmly to the norm that gives women control of
the "inside" matters, as men control the political and military world
"outside.'"*^ Clytemnestra' s devotion to domestic duty, like her concerns
for propriety, appears in a different light after her final dialogue with
Agamemnon, when she has learned of the false marriage. Denouncing him,
she reveals an unfamiliar mythic past, the strange story of their violent early
relations.
This tale may be a variation on the bride-theft rivalry between cousins
that led Idas and Lynceus to clash with the Dioscuri in the Cypria.^^
Clytemnestra relates that her first husband was a man named Tantalus, who
is likely to have belonged to the unfortunate Pleisthenid branch headed by
•'^ On Achilles' education and his unfitness for communal life, see Luschnig 1988: 59-61.
See Jouan 1966: 286-87, on his traits as reflecting contemporary norms.
^' Agamemnon repeats this view in his reply to Iphigeneia, 1267-68. Stockert 1992: 1 18.
'^ Luschnig 1988: 67 points out that awareness of Achilles' earlier loss of a bride may alter
one's view of his reaction to the loss of Briseis in the Iliad and, I would add, to the offer of
Agamemnon's daughter's hand in Book 9.
^' 735, 737; see discussion in text below of the theme of female seclusion from the ochlos.
'*° 740. See Luschnig 1988: 1 1 1-13. On the concept of split "separate but complementary
spheres of activity," with public life for the husband and domestic for the wife, see Just 1989:
114-18.
"" Jouan 1966: 196.
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Thyestes.'*^ This man, who somehow survived the slaughter of his brothers
by Atreus, was later killed by Agamemnon, who also tore Tantalus' child
from Clytemnestra's breast and dashed the baby on the ground. Attacked
by her brothers, the Dioscuri, Agamemnon was saved only by the
intervention of old Tyndareus, who then married his bereaved daughter to
the suppliant murderer (1 148-56). In light of this story, Agamemnon, who
now punishes the abductors of Helen, was once himself an abductor.'*^
Whether he was motivated, as Paris was, by desire, or simply by hatred is
left unclear.
This story, related in the circumstantial detail necessary to make an
unfamiliar myth comprehensible to the audience, throws new light on
Clytemnestra's behavior in the dramatic present. The violence that the
queen has experienced is common, both in heroic myth, where it features in
the stories of Trojan women so poignantly depicted in other Euripidean
plays, and in real life, modern or ancient, where women are often
appropriated by victors in war.'*'^ Tecmessa in Ajax has adjusted to such a
union; but apparently she lost no child, and Sophocles is careful to reassure
the audience that Ajax was not responsible for the death of her parents
(516-17). As recent accounts of the effects of rape-alliances make clear,
impregnation with the child of the enemy does have a confusing effect on
female loyalties, since love of the child may mitigate rebellion against a
hated master.'*^ In such a situation, children become perhaps the only bond
between their parents, a significant touch in Clytemnestra's case. .
Clytemnestra's situation is as extreme as that of the captives in Troades
or Andromache, but she is the only free woman in tragedy to have
undergone this profoundly alienating and humiliating experience.'*^ In light
of what Clytemnestra has suffered, her concern for propriety seems both
admirable and explicable: In a marriage based on hatred, an inflexible
observance of convention would be essential. Clytemnestra stresses her
perfect fulfillment of her duties: "I was a blameless wife, observing sexual
restraint and benefiting your household, so that you rejoiced at coming in [to
the wife's domestic sphere] and prospered when you went out [to the public
sphere of males]" (1157-6 1).'*'' The separation of spheres was also the basis
"2 Gantz 1993: 548-50.
"3 See Luschnig 1988: 117.
^ See Andromache in Tro. 665-67 on the common and mistaken assumption that a change
of sexual partners easily shifted a woman's allegiance; Sophocles, Tereus fr. 583 Radt.
*^ On forced pregnancy as a "genocidal" feature of Serbian sexual war crimes, see B. Allen
1996: 87-95. Allen sees these actions as illogical and as unique to the Yugoslavian wars; but
they are widespread, even among animals.
^^ Clytemnestra has often been ignored (Foley has little to say about her, and Stockert 1992:
I 38 sees her as a figure of "second rank," compared to Agamemnon or Iphigeneia), or
condemned as egotistical (see Bonnard 1945: 93, on Clytemnestra's "amour-propre"). More
perceptive are W. D. Smith 1979: 178 and especially Luschnig 1988: 32, 83-86.
"*' Agamemnon never refutes her claims, which is another reason for finding the gnome at
749-50 inapposite; on the text, see Stockert 1992: II 416.
50 Illinois Classical Studies 24-25 ( 1 999-2000)
for Clytemnestra's rejection of Agamemnon's suggestion that she not attend
her daughter's wedding. The normal separation of husband and wife in
traditional Athenian marriages, as well as the bond constituted by their
children, is considerably exaggerated in this case; and the hostile propriety
of the older couple contrasts nicely with the hinted romance between
Iphigeneia and her virtual bridegroom.
Clytemnestra's past transforms the moral significance of the current
conflict. Repressing her anger, the queen has played the model wife, only to
find that the man who murdered her child by her first husband is now
preparing to murder her child by him! In turn, Clytemnestra's later choice
of Aegisthus as lover and fellow-conspirator is rationalized and even
justified, if she turns to the brother of her first husband. As she pleads with
Agamemnon, Clytemnestra begs her husband not to "force me to become
bad" (iiTix' dvayKOcaTic; e|ie / KaKf|v yeveaOai, 1 183-84). She ominously
asks him to imagine her state of mind back in Argos, "when I see her empty
seat, the empty maiden-chambers, and sit alone in tears, weeping for her
ever" (1174—76). The theme of change is strongly reprised in this speech,
as Clytemnestra, the self-consciously good wife, anticipates the
psychological experiences that will change her into the rebellious murderer
of tragic myth. All the protagonists, including baby Orestes in the arms of
the mother whom he in turn will murder, are on a path toward future roles
known to the audience but only dimly perceived by them."*^ Only
Iphigeneia may remain the same, if her life really does end at Aulis.
The theme of futurity reveals the frailty of human planning and
psychological identity. Menelaus' excuse for his own startling change of
mind, "I was a foolish youth before I viewed the matter at close range and
saw within" (489-90), must be only metaphorical; but it creates a thematic
link between mind changes and the process of aging that mirrors the
contrast in generations. Prediction of the future is a common theme of the
choral odes, which include the traditional prophecies at the wedding of
Peleus and Thetis as well as the imagined fears of Trojan women. But there
are gaps in the vision of the future.'*^ The happy and glamorized prophecy
of Cheiron quoted in the last ode (1067-75) has a darker side. Achilles will
indeed come intending to sack Troy (eKTi-upcoacov), but he will not live to
see its fall. Clytemnestra is right to fear that she will become a bad woman;
but, when she threatens Agamemnon that on his return she and her
surviving daughters will "give him the reception he deserves" (11 82), she is
wrong. Her surviving daughters' hate will turn against her, not against
him.^^ As Iphigeneia sings in her monody, Zeus sends different breezes to
different people, "some to rejoice, others to suffer; for some, necessity; for
some to set out, for others to remain, and for some to wait. Ah, full of pain.
'^^ See Luschnig 1988: 86, the name of the baby Orestes "bids us remember the future."
"•^ See the analysis of Luschnig 1988: 49; Sorum 1992: 534-36.
5" W.D.Smith 1979: 178.
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full of pain is the race of ephemeral mortals; and necessity is something ill-
fated for men to find out" (1325-32). 5'
Eros has been seen by a number of critics as a major theme of this play,
and I would agree with Helene Foley that Iphigeneia's sudden change of
mind is not unrelated to the danger that threatens her heroic defender, the
man that she thought she was to marry. ^^ ^j^g pj^y places continual
emphasis on contemporary norms of gender separation that are often
neglected in tragedy. The threat of exposure to the mob (ochlos) is
mentioned to Clytemnestra both by Agamemnon (735) and by Achilles
(1029-30); and Clytemnestra' s reference to the bold unruly nature of the
"naval army" (914) underlines the incongruity of her presence in such a
setting, an incongruity that applies even more strongly to the sheltered
parthenos, Iphigeneia. The profound embarrassment of Achilles and
Clytemnestra at \{qxfaux pas in addressing him as a prospective son-in-law
carries out the theme of propriety, as does the initial decision to keep
Iphigeneia inside. Again, Achilles refers to the potential for shame, if
gossips in the army should hear of it (1000-01). When Achilles returns,
Iphigeneia attempts to leave, saying that she sees a male "mob" nearby
(dvSpcov ox^ov, 1338). Achilles apparently enters with only a few
followers, but the conventional references to the ochlos as inimical to
female seclusion justify the word's reappearance here.^^
Repeated emphasis on gender conventions has the effect of heightening
audience awareness, once Achilles and his pretended bride do Come into
contact. ^"^ Their meeting is conventionally decorous, and Iphigeneia
addresses Achilles only formally and briefly. But the young hero's
expressed desire for the marriage, based as it is on admiration for the girl's
courage (1404-06, 1421-23), suggests the kind of moderate and principled
romance that the chorus earlier praised. If Clytemnestra and Agamemnon
represent an exaggerated version of the traditional Greek marriage, centered
on family and tolerating great separation between the genders, the relation
between the younger couple suggests a newer, romantic conception of a
freely chosen union based on mutual respect and appeal. Iphigeneia's
concern that Achilles' life be spared is the only evidence of her own feeling.
Like Antigone, Iphigeneia is eroticized as the passive object of male ardor,
since a parthenos cannot appropriately express or experience such passion
herself. ^^ Eros, the passion of desire or longing, fits the orientation of this
play toward an unattained future, since the essence of eros lies in pursuit,
^' See discussion in Gibert 1995: 248-49.
" Foley 1982: 164 and 1985: 77. The idea was broached by W. D. Smith 1979: 179-80, but
was not developed in detail. See also Luschnig 1988: 35, on the eros of Achilles.
^^ See Michelini 1987: 153-67, on a similar use of the ochlos theme in Hecuba, especially
'606-08.
5'' See Gibert 1995: 238.
^^ On the awkward position of the affianced bride, see discussion in Michelini 1987: 76-77;
MacKay 1962.
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not in fruition. The theme of Achilles' prospective and unrealized marriage
runs throughout the Iliad, confirming that he, like Iphigeneia, will never
experience this mark of social maturity. The abortive romance of this pair,
since it points only to an unattainable future, is a remarkably pure example
of eros.
The other associations of eros in the play have often been noted,
although the connection between personal eros and military passion has
remained obscure.^^ Agamemnon argues that erotic madness spurred
Menelaus to revenge, after his abandonment by Helen.^^ The chorus' song
in turn pictures the mutuality of the eros that destroyed Menelaus' marriage,
as they say of Paris, "in eyes that met, you gave desire and by desire you
were shaken."^^ As we have seen, even the cynical Agamemnon may once
have been swayed by this disruptive passion. Eros is also referred to
frequently throughout the play as characterizing the passion of the army for
the war. Traditionally described as a disease (nosos), erotic longing seems
to have spread from the enamored heroic characters to invade the armed
masses at Aulis. The theme of the crowd (ox^oq), which serves to mark the
division between private family life and the disorderly outside world, also
has a political and military significance of its own, as the aristocratic
celebrities are constrained and driven by the very masses that view them
with such admiring fascination. Agamemnon early characterizes the frenzy
for war as a divinely inspired disease (411). Achilles, even before his
awakening to the true extent of the army's madness, recognizes its erotic,
god-sent nature, when he points out that men have even left their families,
"such a dread longing for this expedition has fallen upon Hellas, not without
divine impulse" (ovtco 5eiv6^ eiiTieTtxcoK' epcoq / xfiaSe OTpaxeiaq 'EXkdd'
oiiK dve\) Oecbv, 808-09). Agamemnon combines the themes at 1264, again
referring to the army's threat, if the sacrifice should be refused: "Some
Aphrodite has maddened the army of the Greeks . . ."^^
At the close of the speech in which she is pleading for her life,
Iphigeneia says that one who prays to die is mad (^awexai, 1251), but she
adds the telltale close that a bad life is better than a noble death (KaKCoq ^fiv
Kpeiaaov f\ Ka^-ox; Oaveiv, 1252). This inversion of the heroic ethic shows
the fallacy in what might otherwise appear to be good reasoning: The
choice of a good death over a coward's life is basic to heroic norms.^*^
'^ Foley 1982: 165 and 1985: 77 sees Iphigeneia's eros as a healing counterbalance to the
destructive loves of others; but she makes no direct connection to the army. For the army's
erotic "madness," see Neitzel 1980: 67; Said 1990: 375.
'^ See the reproaches 381-90, as well 77, oioTprioac;. On the text, see Stockert 1992: II
195. Luschnig 1988: 17 points to the use of oiotpoq in 547, an erotic context.
^* 585-86; cf. 75. Helen's original marriage choice was made on an erotic basis, biov)
uveal (pepoiev 'AcppoSixriq (piXai, 69; and, of course, these "breezes" quickly changed
direction, 71-76.
5' See Stockert 1992: 1 136 and, on the text. II 554.
^ On the standard formulation, that a good death is better than a bad life, cf. Hec. 378 and
comment at Michelini 1987: 136 and n. 24.
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When Iphigeneia suddenly changes her mind, her arguments reflect these
norms, while the suddenness of the change may be justified by the non-
rational nature of heroic decisions. The heroic choice of death over life is
inspired by an erotic longing for glory that constitutes a divinely inspired
and thus socially sanctioned madness. Warriors may make this choice in
the heat of battle; but, before the battle, the chance that bravery may not
entail death remains open. The elegists support the heroic choice by
pointing out that, should he survive, the warrior will be greatly honored,
while the coward may die anyway, from a shameful wound in the back, or
even of disease at home.^' In the Iliad Achilles will make an exaggerated
and therefore archetypal instance of the warrior's choice, since he will know
for certain that, in choosing glory, he chooses death over survival for a long
and happy life. Iphigeneia' s choice is less free,^^ 5^^ in making it she shows
her fitness to be the bride of this archetypal epic hero.
Helene Foley has argued that Iphigeneia' s idealized desire for Achilles
and his for her purifies the war and sets ritual aright.^^ But she also points
out the connection between beneficent and baneful eros.^ The traditional
contrast drawn by the chorus between the good eros of Peleus and Thetis
and the bad eros of Paris and Helen that led to strife, eris, is undermined by
the unstated connection between the judgment of Paris and that very
wedding.^^ When Iphigeneia' s monody describes the luxuriant beauties of
Ida, where the goddesses come to pick rosy hyacinths and to be judged by
Paris (1291-1301), the lush language and benign view of Troy recall the
choral account of the wedding of Thetis, where Ganymede the Trojan, Zeus'
little love, poured wine for the divine guests, while the daughters of Nereus
danced in circles on the shining sand (1049-57). These moments of
glowing, ideal beauty belong to the legendary and lyrical view of the erotic.
But the ideal marriage of Peleus and Thetis produced Achilles, who will
give his life in support of the same war that is motivated, on the epic level,
by the dangerous erotic involvements of Helen, Menelaus, and Paris, and on
the naturalistic level by the mad eros of the armed mob.
Eros has multiple valences: Sensuous and charming in legend, in epic
productive of strife, and, in the contemporary register, a sentimental ideal,
erotic passion will in the end become the stuff of tragedy, driving the
alienated wife, Clytemnestra, toward murder. The versatility of eros
suggests why it is unnecessary to determine whether Iphigeneia' s decision
to die for Greece is deluded or inspirational: Eros, real in the moment and
an illusion in longer perspectives, inspires the young and the inexperienced,
as it does ignorant outsiders like the army and the chorus of sight-seeing
^' See Tyrtaeus, fr. 1 1. 1 1-20 West and Callinus, fr. 1 West.
" See comments in Siegel 1980: 310-11.
" Foley 1982: 165-66 and 1985: 78-84.
^ Foley 1985: 81. Cf. Walsh 1974: 247^8.
^^ For the traditionality of the comparison between Thetis' and Helen's erotic careers, see
Alcaeus. fr. 42 L-P.
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matrons. In this play, the remote perspective of the crowd of outsiders
matches the perspective of youth as displayed by Iphigeneia or Achilles:
All are dazzled by the excitement of a heroic future of which they have no
experience, and whose reality they cannot foresee. The mood of the chorus
and army resembles the popular enthusiasm at the beginning of the
Peloponnesian War, as described by Thucydides, when inexperienced
youths excitedly looked forward to the coming conflict.^^ The association
of aggressive policy with youth is repeated in the Thucydidean debates over
the Sicilian expedition; but Euripides' own Athenian drama. Suppliants,
shows that these themes were already active in the 420s.^^
The divine madness that infects the army is a result of and a
manifestation of its Panhellenic status.^^ Menelaus early sounds the themes
of Panhellenic union against non-Greeks, when he mourns for "poor
suffering Greece ('E^>.d6oc; . . . xr\q xakaiiKapov), who, though willing to
accomplish something noble, will endure the scorn of worthless barbaroi
because of you and your girl" (370-72). Greece is personified as a woman
who suffers humiliation because Agamemnon chooses his insignificant
daughter over her. When Agamemnon rejects any obligation to sacrifice his
daughter, his brother asks, "You have decided then not to join with Greece
in this labor?" (oil)k apa 5oKei aoi xdSe Tioveiv a\)v 'EXkahv, 410). The
reference to ponos suggests the necessity to win honor by toil in battle or
athletics, and, as in the previous lines, the personification of Hellas sounds
the patriotic note that will dominate Iphigeneia' s last scene. ^^
Gathered together from all Greece, Agamemnon's army lacks the
structure inherent in the polls; and its unity is guaranteed only by its
opposition to a common menace. A number of scholars, struck by the
contrast between Iphigeneia' s view of the war and that of her elders, have
attempted to dismiss the theme of Panhellenism, on grounds that Iphigeneia
is carried away by irrational emotions and that "Hellas" represents only the
army, often characterized as a disorderly "mob" (ox^oq).''^ They seem to
assume that the Panhellenic theme can be dismissed if its presentation is not
wholly positive. It has also been argued that the characterization of
barbaroi as slaves makes no sense, given that Agamemnon has described
himself as the slave of the ochlos (450; cf. 1269-71). But it was impossible
for Greeks to conceive of Panhellenic endeavors in any other way than as a
^^ Thuc. 2. 8. 1: xoxe 5e kuI veotriq 7ioA.A,ti [lev ovaa ev tfi neXo7iovvTi0(p, tioXXti 5' ev xaiq
'A0T)vai(; o\)K ocKouaicoq vnb aneipiaq iiTCTeTO xov noXiyLOX), t\ te cxA-Xti 'EXXac, anaaa
HETECopoc; fiv ^wioDOCov xuv TcpcoTcov TtoA-ECDV. Scc also 6. 24. 3, on martial eros before the
Sicilian expedition.
^^ Michelini 1994: 232 (on Thucydides), 223-25, 239-40, 246-47 (on the theme of youthful
aggression in SuppL).
^* Note Menelaus' use of the term in 350, riavEXXfivcov oTpaT6(;, and the Messenger's in
414. Mellert-Hoffmann's extensive treatment of this theme (1969: 1-90, "Die Bedeutung des
Krieges in der lA") is over-positive, in tendentious opposition to Funke's (1964) negative view.
^^ On heroic ponos, see Loraux 1981.
'^ See Funke 1964: 292; Siegel 1980: 309-11; Luschnig 1988:40, 118.
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military union that would convert inter-polis conflict into aggression against
an external enemy; the theme is omnipresent in Herodotus' account of the
resistance to Persia, and implicit in the Iliad itself.^' An army is the natural
representative of Panhellenism; and, given the makeup of such an army, it
must lack the integrity of the group of citizen soldiers who normally
constitute a polis. A Panhellenic force must, in fact, be an ochlos, a group
lacking internal structure, a mob. Once the "mob" has been identified with
the imagined nation of Greece, Agamemnon's reference to his slavery to the
cause of Greek freedom (1269-75) involves no more contradiction than
does the boast of the Spartans that, though free, they acknowledged the laws
as master^^
The natural location for Panhellenic discourse in the fifth, as it
demonstrably was in the fourth, century are the Panhellenic gatherings at
Olympia or Delphi and the like. The presentation of epideictic speeches,
and possibly of contests, is attested by Plato for the time of Hippias {Hipp.
Min. 363c7-d4). Gorgias made a famous speech on Greek unity at the
Olympic Games, and even in his Funeral Oration he warned the Athenians
that victories over the barbaroi deserve monuments but those over Greeks
dirges.''^ The special interest of northern monarchs in Panhellenism is
apparently reflected in the activities of Jason of Pherae, whose honors to
Gorgias are reported by Pausanias;'''* and similar ideas may well have
circulated at the court of the Macedonian monarch Archelaus, under whose
patronage Euripides composed Iphigeneia at Aulis. In Isocrates' works, the
Trojan War as model for Panhellenic aggression is a common topos that
converts epic themes into contemporary coin.'^^ In this case, as often, in part
because of Euripides' tendency to incorporate into tragedy a broader range
of discourses, a work by this playwright is in fact the first source for
concepts and tropes that became dominant in the following century. If
Euripides' work here reflected themes already prevalent in epideictic
oratory at Panhellenic sites, the play's suggestions of violence by an ochlos
are appropriate. In two separate incidents in the fourth century we hear of
Panhellenic speeches designed to inspire mob action against attendees at a
festival. Lysias' urgings that the crowd attack the tents of the envoys of the
dictator Dionysius II were ineffective;'^^ but considerably later Demosthenes
accused Aeschines of provoking the Sacred War by his rabble-rousing, an
" Cf. the candid confession of Isocrates, Paneg. 173: ovie yap eiprivriv oiov xe PePaCav
dYayeiv, tiv ixt] koivti xoiq PappdpoK; 7ioX.enTioco^ev. Cf. Phil. 9, 1 16-36.
^^ See Demaretus in Herod. 7. 104. 4. The anti-democratic implications of the mob as
master, of course, still remain; cf. Hec. 864—67, where the two enslavements, to laws and to the
masses (7tA.fi0o<;), appear in tandem.
'3 See Gorgias 82 A 1. 5, B 5b D-K.
'" Paus. 6. 17. 9. See Dobesch 1968: 25.
'^ Hel. 67, Paneg. 181, Euag. 6. In Phil. 1 1 1-12, Isocrates hymns the first Trojan invasion
of Heracles, Philip's putative ancestor, in similar terms; see Dobesch 1968: 143-45.
^^ Dion. Hal. De Lys. 29-30; Diod. Sic. 14. 109.
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accusation that, whatever its accuracy, reflects, as does Aeschines' own
boasting about the event, the aggressive potential of Panhellenic
gatherings.'^''
That Euripides spins out the ironies and ambiguities of calls for
"Hellenic unity" is typical of his genius and reflects the associations
between naive enthusiasm and aggressive warfare that are discussed above.
Iphigeneia, whose youth, female gender, and inexperience make her equally
susceptible to the illusions of patriotic and romantic eros, is the natural
focus of the play's tensions. The concept of eros unites the theme of
military adventure with the disruptive possibilities of passion that were
inherent in the Trojan saga and in Panhellenic endeavors. By combining
these themes with an unrealized romance between two heroic young people,
Euripides created a complex drama that matches the fourth century's focus
on private relations and Panhellenic masses, proleptically evoking and
uniting, we might say, Isocrates and Menander.
As Iphigeneia moves in triumph to her death, the machinery of the epic
war moves into action. Achilles' later disillusion with the war at Troy may
never come to Iphigeneia: For her, if she ends her life at Aulis, the epic
remains in an unsullied and unreachable future; and tragedy is not glimpsed
at all. We do not know the drama's close; but, as the text fails, the end is
well in sight.^^ The natural, legendary, and epic registers are momentarily
in tune: A glamorized and romanticized war on Troy, the war of the Cypria
if not that of the Iliad, is assimilated to an increasingly popular
contemporary chauvinism of nationality. Iphigeneia bases her choice of
death on two principles of subordination that, by the time of Aristotle in the
late fourth century, had been firmly reestablished. She states that one man's
life is worth the lives of countless women, and she argues that Greeks must
always triumph over barbaroi, who are slaves by nature (1394, 1400-01).
But, decades before this last of Euripides' plays, Iphigeneia' s ideals had
been exposed to profound and ironic exploration, in a series of plays about
the fall of Troy, as well as in two plays of 438, Alcestis, where a wife dies
for her husband with disastrous results, and Telephus. Iphigeneia largely
replicates the cast of characters, including Clytemnestra, Achilles, and even
baby Orestes, who appeared in Telephus, the notorious play in which a
disguised barbarian attacked Greek superiority before a Greek audience.''^
Iphigeneia' s moment of glory is glorious indeed, but it is also as richly
flavored with irony as any other moment in Euripides. The darker
perspective remains behind her, in the person of Clytemnestra, unreconciled
^^ Demosth. 18. 149-50; Aeschines 3. 122.
^* On the text of the ending, see Stockert 1992: I 79-87. I would agree with those who see
the original ending as essentially similar to the ms. version, rejecting the deus ex machina close
of the Aelian fragment (857 N); see Jouan 1966: 283; Zeitlin 1994: 170; Gibert 1995: 204.
^^ On the parallels, see Jouan 1966: 395. The hero of Telephus, of course, was later proven
to be Greek and served as guide to the Trojan expedition; but, as usual with Euripides, it was
the daring of the attack on patriotic chauvinism that remained in public memory.
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to the injustice of her wrongs and brooding on a revenge that will turn
Agamemnon's epic glory into tragedy.
University of Cincinnati

Comic Elements in Euripides
JUSTINA GREGORY
Tragedy and comedy have traditionally been regarded as paired opposites:
performed in the same theater before the same audience and in honor of the
same god, but composed by different practitioners and displaying marked
differences of structure, plot, characterization, outcome, language, meter,
register, and tone.' That assumption has increasingly been called into
question, however, as the interest of contemporary critics shifts to aspects of
overlap and infiltration between the two genres. An essay by Michael Silk
challenges standard oppositions between tragedy and comedy (for example,
high versus low, or emotional versus intellectual), although Silk's aim is not
so much to dissolve the differences between the two genres as to
emancipate comedy from its traditional subservience to tragedy .^ Oliver
Taplin, who in 1986 affirmed a sharp distinction between comedy and
tragedy in the important matter of self-referentiality, has more recently
modified his stance.^
Is Euripides the dramatist who, as most modern discussions assume,
most clearly transgresses generic boundaries?'* It is worth considering how
and when this consensus emerged, for it does not coincide with the poet's
ancient reputation as one of the three great tragedians.^ To be sure, in
Aristophanes' Frogs Euripides is characterized as a playwright who
introduced commonplace subjects (oiKeia jipdy^iaxa, 959) into tragedy and
dressed his kings in rags {xoxtc, paai^-eijovxac; pcxKi' d)X7iiaxcov, 1063).
Furthermore, a scholion to Andromache undertakes to defend Euripides
against a charge of eTti xpayiKoiq TtpoacoTtOK; Kco|i(p5{av . . . SiaxeGeioGai,^
' The locus classicus for conventional ancient assumptions about the separation of comedy
and tragedy is PI. Symp. 223dl-6. See also McMahon 1929: 126-27; Knox 1979: 250-51;
Seidensticker 1982: 249-60; Taplin 1986: 163-64.
2 Silk 1988: 3-7.
3 Taplin 1996: 189.
** Taplin 1986: 165 observes: "It is now orthodox to detect comic touches in later
Euripides." His own view is that the polarization of the two genres was at its most extreme
during the middle careers of Sophocles and Euripides, with a greater tendency toward
convergence both earlier and later.
^ See Kovacs 1994b: 22-36 for fifth- and fourth-century judgments on Euripides.
^ On Andr. 32 (II 254. 11-17 Schwartz). Cf. the scholion on Or. 1521 (I 230. 12 Schwartz):
xauTtt KconiKcbxepd eoxi Kal Jie^d.
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and the hypotheses to Alcestis and Orestes that are attributed to
Aristophanes of Byzantium take note in identical terms, and presumably
with disapproval, of each play's happy ending: to 5pa|j.a KcoiiiKcoxepav exei
TTiv KaxaaxpocpTiv. Yet when viewed in context these judgments are hardly
decisive. The Aristophanic Euripides is competing for the crown of
tragedy; Sophocles having dropped out (Ran. 788-90), he is Aeschylus'
only rival, and the two poets are contrasted on the basis of style, not of
genre. The Aristophanic Euripides explains that, by introducing
commonplace subjects, he ensured that the spectators would be sufficiently
knowledgeable to evaluate his art (oiKeia TtpdyiiaT' eiadycov . . . / e^ o)v y'
av £^ri>.eYx6|j,riv • ^'uvei66xe(; ydp o\jxoi / riXeyxov dv fiov xf|v xexvTiv,
Ran. 959-61)—an inclusive and democratic rather than a humorous and
comic aim. The "kings in rags" are acknowledged even by Euripides'
adversary, the Aristophanic Aeschylus, to have been devised for the purpose
of inspiring pity (iv' eA.eivol / xoii; dvOpcoTuoK; cpaivoivx' eivai. Ran. 1063-
64), a fully tragic goal. With respect to the Andromache scholion, the
scholia to Sophocles' Ajax and Electra also fault Sophocles for lapses into
the comic; presumably, then, we have to do with a conventional scholiastic
complaint rather than with a specific indictment of Euripides. '' Finally, the
strictures of the grammarian Aristophanes should be balanced against
Aristotle's well-known judgment that Euripides is the most tragic of the
poets (xpayiKCOxaxoq xcov Ttoirixrov, Poet. 1453a29-30).^
Like much else in the standard account of Euripides, the origins of the
modem view of the tragedian as a transgressor of generic boundaries can be
traced to the brothers Schlegel. The earliest critique is framed by Friedrich,
the younger brother:
Just as in the construction of his ideals, so also with his genius there is a
lack of harmony and proportion. As an artist, he does not know how to
restrain and curb himself, and often forgets himself so completely in the
exposition of a single cherished subject that he loses sight completely of
the whole. For example, he has a predilection for making his characters
philosophize, and does so too frequently; thus often all we hear is the
philosopher-poet speaking through his characters.^
'Cf. the scholia on Ay. 1123 (85. 12-13 Papageorgius) and 1127 (85. 18-19 Papageorgius);
also on El. 62 (103. 4-7 Papageorgius).
^ It is only modern critics (e.g. E. Segal 1995: 46) who have applied the verb
et)pi7ii8apioTO(pavi^eiv to Euripides' own practice. As coined by Cratinus (fr. 342 K-A), it
refers either to Aristophanes' parodies of Euripides (schol. Areth. (B) Plat. Apol. 19c) or
possibly to epigones who imitated both poets (Stephanus, Thesaurus graecae linguae s.v.).
^ F. Schlegel 1979: 61: "Denn so wie seinem Ideale, so fehlt es auch seinem Genie am
Harmonic und GesetzmSssigkeit. Er weiss sich selbst als Klinstler nicht zu beherrschen,
vergisst sich oft in der AusfUhrung eines einzelnen Teiles, eines Lieblingsstoffes so sehr, dass
er darUber das Ganze vollig aus den Augen verliert. Er lasst zum Beispiel seine Personen gem
philosophieren, und tut es zu oft; denn nich selten hort man aus ihnen nur den philosophischen
Dichter reden."
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These charges would be amplified and given wider circulation by August
Wilhelm Schlegel.^^ Neither here nor elsewhere does the younger Schlegel
discern in Euripides any propensity toward the comic; to the contrary, he
objects to his over-seriousness and over-intellectualism, his tendency to
sacrifice dramatic momentum to philosophical theorizing. Nevertheless, it
seems fair to conclude that Schlegel' s critiques laid the foundation for
subsequent accounts of Euripides as a half-hearted tragedian at best, who
tended to subordinate myth and poetry to philosophy and politics and who
was therefore prone to lapse into digressions and stray into formal
violations.
H. D. F. Kitto's Greek Tragedy takes a decisive step toward
recategorizing the Euripidean oeuvre by dividing it into three groups:
tragedy, melodrama, and tragicomedy, to which type he assigns Alcestis,
Iphigenia among the Taurians, Ion, and Helen. ' ' In an influential essay
Bernard Knox discusses the various labels that have been applied to these
plays and suggests that "what everyone would really like to call [them] is
comedy. . . Provided the word 'comedy' is understood in modern, not
ancient terms, Euripides ... is the inventor, for the stage, of what we now
know as comedy."'^ Erich Segal goes beyond Knox to propose that
"modem comedy was bom precisely in 412 BC ... the year of Helen and
Andromeda "^^ Bernd Seidensticker's Palintonos Harmonia, however,
looks back to Kitto in regarding Euripides as the first playwright to compose
tragicomedy. Seidensticker discusses comic elements in Homer, Aeschylus,
and Sophocles but above all Euripides. He studies these elements at three
levels: single verses (for example, Tro. 1050), discrete scenes (for example,
the encounter between Teiresias and Cadmus in Bacchae), and entire plays
(here his selection coincides with Kitto's). Seidensticker regards the comic
effects that he detects, whether large or small in scale, as existing in a
fmitful tension with their context which enhances the tragic effect of the
whole. ^"^
Like Seidensticker, Ann Michelini is attentive to "moments of
incongruity" in Euripides as well as to more sustained comic effects. ^^
Unlike Seidensticker, she regards these moments as functioning at cross
purposes to their tragic context. Furthermore, she argues that they fumish
"keys to the aesthetic stmcture of the plays." For Michelini, abmptness and
'" Behler 1986: 354.
" Kitto 1939: 312-13 admits that the term "tragicomedy" is something of a catch-all, but
maintains that the four plays have at least two qualities in common: deft plot construction and
puzzling shifts of tone.
'2 Knox 1979: 250. He argues further (265) that two of the defining elements of Euripidean
comedy (broad humor, emphasis on domestic detail) have their source in satyr-play. For
skepticism about the value of collecting satyric elements without due regard for context, see
Sansone 1978: 46.
'3 E. Segal 1977: 33. For elaboration of this idea, see E. Segal 1995: 49-53.
•'' Seidensticker 1982: 244.
'5 Michelini 1987: 67.
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lack of modulation are fundamental to Euripides' art and define his distance
from the Sophoclean norm. In what follows I propose to engage with this
account of Euripides by singling out three passages that have been deemed
comic or humorous, incongruous or bizarre, by Michelini or others. I shall
concentrate on isolated lines or brief exchanges rather than discrete scenes
or entire plays. Not only are these the most appropriate to explore in the
space of an article, but it is in such clearly delimited instances that any
Euripidean predilection for disruption and discontinuity can be expected to
stand out in the sharpest relief.
Despite differences in formulation and emphasis, all of Euripides'
critics are responding to the same phenomenon: the incursion into the tragic
text of ye^oia, compendiously defined by Seidensticker as "whatever elicits
a smile or a laugh from the spectator." •^ The discussion of ye^oia in
Euripides has tended to proceed by accretion, as each critic has inherited
and contributed to a growing body of examples. Collectively these yeA-oia
seem to demand reexamination, for they are often adduced as factors which
complicate the plays' dramatic texture and exacerbate the notorious
difficulty of determining the Euripidean tone.'"' Before attempting to
tabulate or categorize the examples, however, we should ask what criteria
governed their initial identification.
Perhaps the most fundamental criterion is that of instinct. Assessing
the Cadmus-Teiresias scene in Bacchae, R. P. Winnington-Ingram declares:
"The presence of humour cannot be argued; it can only be felt."'^ In a
similar vein, Michelini enjoins readers to have faith in their "natural, human
reactions to enacted events" and their "sense of the absurd." ^^ Yet the
dangers of relying on instinct to identify ancient humor are readily apparent.
Humor is a poor traveller which barely survives export from one language
to another, much less from one era to another. Virginia Woolf draws
attention to the elusiveness of the Greek comic sense when she laments that
"we do not know how the words sounded, or where precisely we ought to
laugh."20 Stephen Halliwell's recent survey of the uses of laughter in Greek
culture suggests that although it may be possible to divide ancient humor
into two broad categories ("playful" and "consequential") that roughly
correspond to the familiar Freudian categories of "innocent" and "hostile,"
the individual instances are so various and complex as to demand case-by-
case study.2'
'^ Seidensticker 1982: 45 n. 144.
'"^
Cf. Knox 1979: 329: "The central problem posed by Euripidean drama lies of course in
what we have come to call 'tone'."
'^ Winnington-Ingram 1948: 40 n. 1.
'^ Michelini 1987: 68.
^° Woolf 1967: 1. She returns to the problem at the close of her essay (12): "Where are we
to laugh in reading Greek?" Woolf s title, "On Not Knowing Greek," speaks more generally to
the same topic, for it refers not to literal ignorance of the language, but to the kind of cultural
unfamiliarity that results in an uncertainty of response.
2' Halliwell 1991: 280-81; Freud 1960: 90-96, 102-03.
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In practice scholars tend to supplement first impressions with
philological checks and balances. Discussing the old retainer's entrance
speech in Electro, in which the old man enumerates the comestibles he has
brought with him in the manner of a grocery list, Knox asserts that "the
comic effect of much of this is unmistakable."^^ Nevertheless, he
acknowledges in a footnote that other critics have assessed the scene
differently, and proceeds to buttress his own interpretation with a survey of
references to food and drink in other tragedies. As a precaution against
subjectivity Seidensticker recommends disengaging the assumptions
underlying an initial identification of ye^oia and ensuring that they are not
contradicted by the language of a passage, its immediate dramatic context,
or the general import of the play.^^ Even as Michelini advocates an
instinctive response, she warns against making "a gross mistake in
interpreting systems of meaning in another culture.''^"*
Collectively these critics have assembled important criteria for gauging
the tone of a text: comparison with other tragedies, consideration of
linguistic register and other textual and contextual features, and alertness to
anachronism. To these three criteria I would add a fourth: intertextual
connections, which can be helpful whether or not there is a question of a
conscious allusion. There is, of course, no guarantee that a textual transfer
will take place without a concomitant change of tone.^^ Nevertheless, if an
idea or motif is presented seriously in the original instance, and there is no
obvious stylistic marker in the new setting to indicate a change of tone, it
would seem reasonable to conclude that the idea or moti£ functions
seriously in its new context as well.
Another possible means of identifying comic elements is to appeal to
ancient judgments. In the case of Euripides, Aristophanes is the most
obvious and the most authoritative guide. If Aristophanes appropriates an
element from Euripides for comic effect, does that mean that it was already
^^ Knox 1979: 254. By paraphrasing the passage, Knox contrives to make it sound more
humorous than it appears in the original. Translation and/or paraphrase readily produce this
effect; cf. Vermeule's summary (1959: 2) of anti-tragic elements in Electro: "Aegisthus is
nervous that Electra may have a baby even if kept under lock and key. . . Orestes asks if the
Farmer finds her unattractive to sleep with ... she complains that no one likes her well enough
to be her midwife (which is not surprising if she washes as little as she says)." While pungent
and amusing in its own right, Vermeule's summary does not do justice to the way these details
function in the play. A royal father or stepfather's anxiety to keep a young woman from
producing an heir is an established mythical motif; what Orestes asks is whether the farmer
dishonors his sister; and Electra' s unkemptness testifies to her continued state of mourning.
23 Seidensticker 1982: 39-40.
^'^ Michelini 1987: 68.
2^ Some of the most detailed work on classical allusion has been carried out for Latin
literature rather than Greek. See, for example. Wills 1998, whose analysis (287-91) of Virgil's
appr6priation at Aen. 6. 260 of Catullus' invito, o regino, tuo de vertice cessi (66. 39, itself an
adaptation of Callimachus) not only demonstrates the multiple resonances of the allusion in its
new setting, but also shows how gravely the tone of the CatuUan model is misconstrued if read
as comic or mock-heroic. Wills' s discussion suggests that intertextuality can be a two-way
street, with each text serving to cast light on the tone of the other.
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risible in its original context? It is all too easy to read Euripides backwards,
through the eyes of Old Comedy. Once Aristophanes has exploited a
certain Euripidean motif—for example, kings in rags—we tend to register
that motif as already comical in its original context.^^ Yet it is a mistake to
assume that all comic invocations of tragedy are designed to expose
weaknesses that were inherent in the original. Silk draws a useful
distinction in this connection between paratragedy and parody. He points
out that paratragedy is "a cover term for all of comedy's intertextual
dependence on tragedy, some of which is parodic, but some is not; and
parody is any kind of distorting presentation of an original, which in the
present context will be a tragic original."^'' Silk explains that paratragedy
involves an effect of dislocation, but the dislocation is "not achieved at
tragedy's expense."^^ That is, tragedy is not held up to ridicule, but
emerges from its encounter with comedy unscathed and unsubverted. The
incongruity that results from the juxtaposition is presumably intentional on
the part of the comic poet, and this consideration suggests that the material
he evokes was authoritatively and unequivocally tragic in the first place; it
had to be, in order to bring about the desired effect of dislocation. As Silk
points out, most of the evocations of Euripides in Aristophanes are
paratragic rather than parodic.
Indubitably there are also occasions when Aristophanes aggressively
parodies Euripides, In these instances the comic poet does not rely on a
single passage or a single characteristic to pillory the tragic poet, but
compresses and exaggerates a variety of stock Euripidean effects. Since
these effects are deployed by Euripides himself at once more sparingly and
in more muted form, it seems unlikely that an audience would have
apprehended them as comic in their original settings. A striking example is
the buriesque of Euripidean monody at Ranae 1331-37, which is analyzed
by both Shiriey Barlow and Michael Silk:^^
(b Nv)Kx6<; KeXxxivocpariq opcpva,
xiva HOI Suaxavov oveipov
7Ie^JIel(; [e^] d(pavo\)q 'AiSa nponoXov
\|/\)Xav av|/vxov exovxa,
^e>\,aivai; NuKxoq 7iav5a cppiKcoSri 1 335
6eivav oyiv
neXavoveicueinova
96via (povva SepKojaevov,
yiViOikoMC, o\Mxac^ exovxa.
2^ Cf. Dover 1972: 76: "If we can laugh at X, and X resembles Y, it is difficult thereafter to
take Y quite as seriously as we used to."
2' Silk 1993: 479.
28 Silk 1993: 481.
2' Barlow 1986a: 10-12; Silk 1993: 482-83. The text is Dover's (1993).
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This passage parodies a stock tragic occasion for monody—a character in
distress recounts a harrowing experience to the elements^^—and consists of
a medley of Euripidean lyric characteristics: emotional apostrophe,
compound adjectives incorporating KeA,aiv6(; and [likac,, contrasts of light
and dark, oxymoron, overwrought repetition and word doublings. All these
are compressed into a few lines and associated with a ludicrously trivial
occasion: as the spectators soon learn (1343), the ominous dream portended
nothing more sinister than the theft of a pet cock. Although this parody
brilliantly skewers Euripides' lyric mannerisms, it does not give us license
to assume that the same effects appeared ludicrous in their original
context—that, for example, they struck a comic note in the passage from
Hecuba (68-71) to which these lines allude. ^^
The scholia might seem another promising source for clues to an
ancient perspective on Euripidean humor. A search for the word ye^^oTov^^
will not, however, point us toward the relevant comments, for the scholia
use that term to disparage inadequate tragic technique rather than to call
attention to a deliberately humorous effect. At Hippolytus 860-61, for
example, Theseus, having glimpsed the letter in his dead wife's hand,
speculates on its contents and then affirms that he will not remarry: Gdpaei,
xd^aiva- ^eKxpa ydp xct Grioecoq / otjk eoxi 6a)|id 0' ryixc, el'aeioiv yuvrj.
The scholiast comments on the absurdity of Theseus' offering reassurance
to a corpse, but finds it forgivable under the circumstances: yeA.oiov Ttpoq
veKpov TO Gdpaei. avYY^waTeov 6e 6id ttiv TcepiKei^evriv a\))i(popdv.
This remark casts light on the sense of ye^oiov: Since Theseus manifestly
has no humorous intent, we need to translate the term as "ridiculous" or
"incongruous" rather than as "a joke."^^ Secondly, this comment reminds
us how little we can depend on the scholia for sophisticated literary
assessments. The scholiast registers no awareness that apostrophe of the
dead as if they were alive is a routine dramatic technique, a "consciously
artificial" device which signifies a pathetic attempt to establish contact with
the departed. •''* Another significant example of ye^oiov in the scholia
occurs at Troades 1049-50; I shall defer consideration of that comment,
however, until I discuss the passage in question. Provisionally I suggest
that ye^-oiov as used in the scholia forms part of an evaluative vocabulary of
condemnation and praise which does not necessarily reflect a nuanced
^ Cf. Page 1938: on Med. 57-58 and Barrett 1964: on Hipp. 601.
'' A different question, to which I can offer no present answer, concerns Euripides'
persistent use of a motif after Aristophanes has subjected it to remorseless parody. Should we
interpret the ragged Menelaus of Helen differently from the ragged Electra of Electral Do we
have to do with obstinacy on the part of the tragedian, with a thrifty recycling of familiar
material, or with an impulse toward self-parody?
^^ Or yeXoiov. Both forms are found in the scholia, whose usage 1 have not attempted to
regularize.
^^ Buttrey 1978: 285 makes the same point in connection with Tro. 1049.
3'* Mastronarde 1979: 98.
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understanding either of the context or of tragic conventions.^^ The term
does not provide even an approximate guide to the presence of comic
elements in a tragic text.
Still another device for identifying the comic in tragedy depends on the
consideration that laughter is the standard somatic response to humor. It
might be possible, accordingly, to track the presence of humor by means of
laughter inscribed in the tragic text. Thus Taplin has suggested that stage
laughter can serve as a "stimulant" to the audience, keying them in to the
tone of a scene and encouraging them to laugh along with the characters. ^^
One way to test this hypothesis is to consider the idiom ye^coc; noXxic,, which
occurs three times in Euripides. ^'^ At Troades 983 Hecuba uses the idiom to
disparage Helen's suggestion that Aphrodite accompanied Paris to Sparta.
As Lee 1976 notes ad loc, Hecuba's exclamation implies that the idea is
"plainly absurd." In fact we seem closer to the recriminatory scholiastic use
of ye^oiov than to contagious laughter. At Orestes 1560 Menelaus
dismisses the story of Helen's disappearance—no laughing matter, if true
—
with the identical phrase. In Euripides' final use of the idiom Pentheus
registers his reaction to the sight of Cadmus and Teiresias in Bacchic dress:
cxTocp t65' aXKo Gati^a- xov xepaoKOTrov
ev noiK{A.aioi vePpiai Teipeaiav opw
naxepa xe [xrixpoq xfiq e^fiq, noX\>\ yeA,wv, 250
vdpGriKi PaKxevovx' • dvawonav, Tcdxep,
x6 ynpaq i)|i(bv eiaopcov vovv o\)k exov.-^^
According to Seidensticker, Pentheus is a reliable eyewitness whose
lead the audience is encouraged to follow, and his exclamation offers a key
to the comic tone of the entire Cadmus-Teiresias scene. ^^ But is Pentheus
laughing as he speaks? Do his words constitute a speech act? Like Hecuba
and Menelaus when they use the same phrase, he seems to express contempt
and disbelief rather than merriment. Even if we accept Seidensticker'
s
interpretation that Pentheus' words are accompanied by laughter, we must
still reckon with the fact that any dramatic character is prone to misjudge
the significance of an event and thus fail to function as a model for the
spectators' responses.'*^ Such is conspicuously the case with Pentheus, who
from start to finish of the play is mistaken in his assessment of the
^^ For a survey of the scholiasts' literary judgments, see Roemer 1906. Meijering 1987 is
more concerned with the literary theories implicit in their remarks than with their evaluative
terminology.
^^ Taplin 1996: 190. For a survey of laughter in Greek literature, see Amould 1990: 31-^8,
158-66, 214^2.
•'^ Sophocles uses the same phrase at Aj. 303, 382, 958, and Ant. 647, but in a different
sense: not as an exclamation, but in reference to actual, vindictive laughter by named
individuals.
^^ Bacch. 248-52. Unless otherwise indicated, all quotations from Euripides are from
Diggle's OCT.
^^Seidensticker 1978: 314-15.
^^^Gredley 1996:206-07.
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Dionysiac phenomenon. He always sees with the eyes of disbeUef, and this
fundamental prejudice affects his judgments throughout the play, so that the
audience is never inclined to endorse or adopt his point of view. Whether or
not Pentheus is laughing as he speaks, the audience is unlikely to interpret
the scene as comic or humorous on his account.
The foregoing discussion of criteria for identifying comic elements in
Euripides is intended to serve as background to a discussion of three
specific passages from Andromache, Troades, and Bacchae. The context of
Andromache 222-27 is a tense and angry moment in a somber and reflective
play: the opening agon between Andromache and Hermione. Hermione has
accused her rival of ambition, witchcraft, and promiscuity; as Andromache
refutes these charges, she combines self-defence with a dose of practical
advice. She has used no drugs, she says, to alienate Neoptolemus from his
legitimate wife; furthermore, it is not beauty but dpetai that please a
husband. As an example of the meritorious conduct she has in mind,
Andromache adduces her own past generosity in nursing Hector's bastards:
CO (pi>,Ta0' "Ekxop, aXX" eyo) xfiv ariv xapiv
ooi Kal ^t)vrip(ov, el' xi ae acpaXA^oi Kijtipk;,
Kttl fiaaxov x\hr\ Kok'kaKxz, v69oiai aoit;
eneoxov, iva aoi ^iTi5ev evSodiv niKpov. 225
Kttl xaOxa 5pc6aa xfi dpexfi jcpooriYO^Tiv •
Tioaiv.
Critical comments on this passage reflect uneasiness over its tone.
Whereas J. C. Kamerbeek describes it as realistic, Kevin Lee points out in
correction that it "may be touching, but is scarcely 'un trait realiste'."
David Kovacs considers the passage "somewhat tasteless ... to modem
ears," Ann Michelini describes Andromache's action as "extreme, and even
bizarre," and Ian Storey too deems the passage "rather bizarre.'"*^ Of these
critics, Michelini both offers the fullest explanation of her response and
explicitly connects the passage to what she takes to be Euripides' gratuitous
disruptions of tone: "The picture of the complaisant queen suckling a
concubine's baby is paradoxical; and the physical intimacy implied seems
repugnant. . . [Andromache's] socially and emotionally inappropriate boast
will make the audience uneasy." For Michelini, the passage illustrates how
"Euripidean theater plays a dangerous game with its audience, luring them
in with pathos and charm, but chilling their sympathy always, just at the
crucial moment when the watchers would have become incapable of
detaching themselves from the dramatic illusion."
*^ Kamerbeek 1943: 58; Lee 1975: 14; Kovacs 1980: 58; Michelini 1987: 93; Storey
1989: 18.
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In order to assess the tone of these lines, we need to consider whether
any element of the language strikes a jarring note. Andromache's initial
apostrophe to the dead Hector establishes a characteristic Euripidean tone of
pathos; as noted earlier, Theseus uses the same device to the same effect
when he addresses Phaedra's corpse. The euphemistic e'l xi ae a(paXkoi
Kvnpic, is another unremarkable piece of Euripidean diction.'*^ If the
physical specificity of [laazbv eTteaxov is perceived as vulgar, it should be
remembered that Homer's Hecuba uses virtually the identical phrase in her
desperately eloquent appeal to Hector to retreat inside the walls (e'l Ttote xoi
>.a0iicri8ea |ia^6v eueaxov, //. 22. 83), and that the same image phrased in
similar language finds a place in the high-style, lyric reunion of Creousa and
Ion (YdA.aKti 6' oil)k eneaxov 0'u5e jxaaxo) / xpo(peia [laxpoq, Ion 1492-93).
Turning from language to content, we observe that hyperbole is a hallmark
of this section of Andromache's speech. The biological impossibility of
Andromache's claim to have nursed a number of Hector's bastards, when
she had only one child of her own, is stylistically consistent with her
subsequent characterization of Hermione as a woman who will not permit
even a single drop of rain to fall on her husband (226-27).
Is Andromache's anecdote rhetorically appropriate in the context of the
agon? Certainly it serves her present, and urgent, purposes. She is
attempting to convince Hermione that it is in her own best interest to
tolerate the presence of Andromache and her son Molossus in her
household—a point that Andromache is desperate to establish, since
Hermione is on the verge of putting both mother and child to death.
Andromache attempts to illustrate the positive results of a wife's tolerance
of infidelity by offering herself as an implicit model for imitation. She
suggests to Hermione that when the roles were reversed and Andromache
was the legitimate wife rather than the concubine, she not only forgave her
husband his lapses but helped to promote them, a strategy which had the
paradoxical effect of attracting Hector to herself. It is true that
Andromache's analogy does not induce Hermione to change her mind, but
that does not mean that it is inadequate or rhetorically misplaced.'*^
The anecdote also suits the larger context insofar as it accords with the
characterization of Andromache elsewhere in the play. As Michael Lloyd
notes, "Andromache represents the submissive wife in an extreme form, by
choice when she was married to Hector, but also by compulsion now that
she is enslaved to Neoptolemus.'"^ Andromache's sexual tolerance, set in
sharp contrast to Hermione' s jealousy, complements the other qualities that
differentiate the two women: Andromache's fecundity versus Hermione'
s
^^ For acpdXXo) with reference to sexual slip-ups, cf. Hipp. 6, Ion 1523, fr. 493. 2 N.
'*^ Ruth Scodel in this volume (p. 135) cites Thuc. 8. 68. 2 for the fifth-century ability to
recognize excellence in rhetorical performance even when a speech fails of its aim.
^ Lloyd 1994: 9.
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sterility, her experience versus Hermione's youth, and her steadfastness
versus Hermione's impetuousity.'*^
If the tone of Andromache's words is still in doubt, we can look to an
intertextual analogue for guidance. As the scholion to this passage points
out, the Iliad offers a precedent for Andromache's selfless behavior. Iliad 5.
70-72 reports the death of Pedaios, bastard son of Antenor, oq pa v69o(; |iev
env, nvKa 6' expecpe 8ia Oeavo) / ioa cpi^oiai xeKEoai, xapiCo|J.6vri Tcoaei
Q. Theano, like Andromache, is an aristocrat who assumes the role of
Ko\)poTp6(po(; to gratify her husband."*^ Hers is an action sufficiently
unusual to merit narrative notice, but there is nothing to suggest that
Homer's listeners or readers would have apprehended it as either tasteless or
bizarre. Both Homer and Euripides seem to be making a serious point about
women's opportunities to excel within the confines of marriage. The
extreme, almost unnatural generosity demonstrated by Theano and
Andromache redounds to their credit and constitutes a powerful claim to
apeir].'^''
Troades 1050 has been singled out as "an incongruously comic line"
occurring in "the most harrowing of the tragic plays.'"*^ The context is the
passage of stichomythia following the agon between Hecuba and Helen.
Menelaus hears the two women out and then declares that Hecuba has
convinced him: Helen deserves to die. He thereupon issues orders to have
Helen taken aboard his ship, but Hecuba presses him to change his mind
(1049-51):
Ek. [if] v\)v vewi; ool xaiJTOV eaPrixco aKoccpoq.
Me. XI 5' eaxi; neT^ov PpiBoq r\ ndpoiG' e^ei;
Ek. otjk eax' epaaxriq ooxiq ouk del (piXei.
Most modern critics agree that Menelaus is making a joke even as they
confess to puzzlement at its placement. Seidensticker finds the comic note
both surprising and irritating. To Barlow, "this feeble joke by Menelaus is
almost too heavy-footed even to be appropriate to him!'"*^
The near-unanimity of scholarly opinion on the tone of Troades 1050
may derive from the scholia, where we find the comment: Kal xo^xo [i.e.,
Hecuba's request at 1049] ye^o^ov, yeXoioxepov 6e o dvxepei.
'•5 Lloyd 1994: 5 lists additional contrasts: "present and past prosperity, free and slave,
Greek and Trojan."
^^ Bonfante 1997: 184-85 suggests on the evidence of images from art that aristocratic
Greek women may not have nursed their own infants (much less, presumably, anyone else's).
The evidence from tragedy, however, points the other way; see A. Cho. 531 and 896-98, Eur.
Tro. 758-59, Pho. 986-88 and Bacch. 699-702. Luigi Battezzato kindly draws my attention to
Aul. Gell. 12. 1. 14, a passage which suggests that the ancients may have regarded nursing as a
means of transmitting parental characteristics.
'*' By directing attention to the issue of natural and unnatural female responses, the passage
contributes to the play's exploration of the nomos-physis antithesis, as discussed by Lee 1975:
9-16.
"^ Knox 1985a: 318.
'*' Seidensticker 1982: 90-91; Barlow 1986b: on line 1050. Cf. Lee 1976: on lines 1049-50.
70 Illinois Classical Studies 24-25 ( 1 999-2000)
Commentators tend to ignore the first half of this remark, but it is helpful in
suggesting that just as in the case of the Hippolytus scholion, we need to
understand ye^oiov not as "a joke" but as "ridiculous" or "incongruous."
Even on this interpretation, however, it is not clear why Hecuba's request
should be thus characterized. My best guess is that the scholiast was struck
by the disparity between Hecuba's servile status and the peremptory tone of
her warning to Menelaus, where the emphatic particle vuv accentuates the
imperiousness of her words and the periphrasis veax; aKd(po<; heightens their
solemnity. There is indeed an incongruity here, but arguably the effect is
pathetic rather than ludicrous, as in other instances where a tragic
protagonist fallen into disaster manifests an outmoded and inappropriate
haughtiness. This motif can be glimpsed at Hecuba 396-97 when Hecuba,
unable to face life without her daughter, informs Odysseus that "it is
urgently necessary" for her to die along with Polyxena, and Odysseus puts
her in her place with the rejoinder that he is not aware of having acquired
any masters. The same motif is manifest at Sophocles, OT 1522, when
Oedipus issues orders to Creon and Creon warns him against wishing to
dominate in everything. The difference between those passages and this
one is that Menelaus does not take offence at Hecuba's tone. Although a
few lines earlier (1046) he had irritably enjoined her silence, at this point he
seems absorbed in puzzling out her meaning.
Whatever the scholiast may have in mind when he designates Hecuba's
words as incongruous, he appears to have missed Hecuba's point. Hecuba
is cautioning Menelaus strongly, if obliquely, against placing himself in
Helen's dangerous proximity. The spectators might recall how Helen
exposed her breasts when Menelaus meant to kill her, inducing Menelaus to
throw away his sword. This incident appears to have been well known,
having been recounted in the Ilias Parva (fr. 19 Davies) and mentioned at
Andromache 627-31, but the spectators do not require a specific
mythological association to take Hecuba's point. They need only think of
the fact that desire (KoQoq) notoriously resides in and emanates from the
eyes.^° Indeed, this very consideration was adduced by Hecuba at the
beginning of the episode, when she issued a much plainer warning to
Menelaus to avoid Helen's sight (891-93):
opav 5e xrivSe (pevye, \ir\ a' £Xr\ noGcp.
alpei yap dv6pcov 0|j,|a,aT', e^aipei noXeiq,
7ii|xnpriaiv oI'kovc;- 0)5' exei KriXtmaxa.
Although critics fail to discern anything risible in 1049, they encounter,
as previously noted, no such difficulty with 1050. The general assumption
is that the humor turns on Helen's having added extra pounds since she left
Sparta. J. D. Denniston cites as a "humorous touch" in Euripides the fact
that "Menelaus asks if his wife has put on weight." Seidensticker refers to
5° For this topos, see Pearson 1910: 256-57.
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the heroine's "possible weight problems." Although Kovacs himself rejects
a joking interpretation of the line, he concurs that an allusion to weight gain
offers the only possible avenue for humor: "The suggestion that [Helen]
could use two weeks in a reducing clinic seems to detract from the scene."^'
Such an implication would make sense in a modem context, but I know
of no evidence that the Greeks indulged in jokes about women and weight
gain. They did not, needless to say, exercise such restraint out of sensitivity
toward disabilities, but rather because in a poor country gauntness possesses
greater comic potential than does obesity. ^^ Aristophanes' Achamians will
serve to illustrate this point. As the Megarian merchant tries to sell his
daughters to Dicaeopolis by pretending that they are piglets, he invites
Dicaeopolis to observe how plump (Kaxtx;, 766) and beautiful they are. All
they need, he contends, is to be fattened up (d|i7iax'6vea9ai, 791) to
become fine sacrifices to Aphrodite. One of the many jokes running
through the rapid-fire, suggestive exchanges is that the girls are in fact
alarmingly emaciated, although the father pretends the contrary.
If it is anachronistic to read a joke about gaining weight into Menelaus'
response to Hecuba, and if no other source of humor can be identified, there
is reason to doubt that he is making a joke at all. Indeed, his language does
not support a humorous interpretation. T{ 5' eaxi is neither skeptical nor
derisive, but conveys surprise and asks for elucidation.^ ^ Even as he
professes bewilderment, Menelaus takes a guess at Hecuba's meaning with
his follow-up question: Is Helen heavier than she was before? The burden
is on those who deny a humorous intent to explain this remark. T. V,
Buttrey detects a mythological reference to Pherecydes' version of the
voyage of the Argo, in which the ship spoke up and refused to carry
Heracles' weight, but the reference appears far-fetched. If Heracles has any
relevance to the situation at all, it is as a stand-in for Menelaus, and as
Kovacs points out, it is Helen's weight and not Menelaus' that is at issue.^"^
Kovacs himself suggests that Menelaus is alluding, albeit unconsciously, to
Helen's subsequent apothesis, at which point she will become a weighty
goddess rather than an exiguous mortal, but this mythological reference is
scarcely more germane than Buttrey' s. Troades contains no other reference
to Helen's apotheosis, and Menelaus is speculating not about his wife's
future but her past.
Menelaus' question requires no mythological gloss, for it can be taken
at face value. Menelaus interprets Hecuba's warning in the most concrete
manner possible. As Werner Biehl points out, his question assumes that
Hecuba is referring to the dangers of overloading a ship—a danger that
5' Denniston 1939: on El. 544; Seidensticker 1982: 89; Kovacs 1998b: 553.
'^ For ancient attitudes toward disability, see Garland 1995.
^3 Buttrey 1978: 286, citing Denniston 1959: 175. T{ 6' eaxi should be distinguished from
ti 5', which is more challenging in tone; see Barrett 1964: on Hipp. 608.
^* Kovacs 1998b: 554.
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would be fully appreciated by seafarers in the audience and which, indeed,
receives literary notice in Hesiod and tragedy.^^ As so often with Euripides,
the tone remains in doubt; Menelaus' motive in posing his query can be
variously interpreted and explained. Is he speaking with dismissive
sarcasm?^^ Is he feigning obtuseness in order to deflect Hecuba's request?^''
In my own view, Menelaus is genuinely puzzled as to Hecuba's meaning.
This is not the first time he has been taken aback by Hecuba's words; he had
earlier expressed his bewilderment, using the same plaintive xi 6' eaxiv, at
her strange prayer to Zeus (889). Menelaus' response suggests that he has
learned nothing from Hecuba's exhaustive denunciation of Helen. Despite
Hecuba's demonstration that Helen bears responsibility for her own actions
both in Sparta and in Troy, he does not really grasp the fact that his wife
possesses a will of her own, nor does he acknowledge her erotic powers.
Instead he assimilates her to a piece of property about to be taken on board,
which can only pose a threat if it drags down the ship by its weight.
Confronted with this evidence of Menelaus' intellectual limitations,
spectators familiar with the Homeric tradition can readily surmise how the
estranged Menelaus and Helen of this play will be transmuted into the
reconciled, domesticated Menelaus and Helen of Odyssey 4: Menelaus will
never punish his wife, for she will succeed in beguiling him anew.^^
Whatever Menelaus may say to the contrary, and regardless of whether
Hecuba herself recognizes the fact, the agon ends in Hecuba's defeat—
a
final bitter outcome for the captive queen. ^^ Menelaus' response is
significant in prompting this sequence of reflections, but it is no more
humorous than is the last passage to be considered: the response of Pentheus
to a warning issued by his adversary, the disguised god Dionysus.
Unlike the other two passages I have discussed, the example from
Bacchae does not require justification as an anomalous flash of humor in an
otherwise somber play. Two episodes, the Cadmus-Teiresias exchange and
the transvestite scene, have been identified as predominantly comic in
tone.^° Furthermore, the play's ambiguous tonality has been traced to the
influence of the god Dionysus himself, who is at once a leading character
^^ Biehl 1989: on line 1050. For the technical issue of overloading a ship, see Hes. Op.
689-91; for metaphorical references, see A. Ag. 1011-12 (reading SchUtz's 7tXTianova(;) and
Eur. HF 1245.
^^ Martin Cropp (personal communication).
^' Biehl 1989: on line 1050. This possibility seems unlikely since Menelaus proceeds to
grant the request at 1053. Biehl also speculates on a possible literalization of the metaphorical
expression ax9oq yuvaiKWV.
^^ For intertextual connections between Troades and the Odyssey, see Gregory 1991: 174.
See also John Davidson's paper in this volume (pp. 127-28).
'^ Seidensticker 1982: 91 reaches a similar conclusion, even though he interprets Menelaus'
question as an intentional joke.
^ Seidensticker 1982: 115-129. On the Cadmus-Teiresias scene, see now R. Friedrich
2000: 120-21. For a view of the transvestite scene as following the conventions of tragedy, not
comedy, see Muecke 1982: 32.
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and the patron of both dramatic genres.^' The exchange that concerns me
takes place at the close of the first encounter of Pentheus and the stranger,
an episode not otherwise lightened by humor and marked, indeed, by
increasing tension between the two men. Having attempted unsuccessfully
to inform himself about the Bacchic rites, Pentheus begins to bully and
threaten his captive. The stranger calmly changes the subject to Pentheus
himself, and proceeds to diagnose the young king's disorientation (506-08):
Ai. o\)K oiaG' b XI ^fiq, ov)6' o 5paq, otj5' ooxiq el.
rie. rievGevx;, 'Ayavr\(;Tzaic„naxpbqd' 'Exlovoq.
Ai. ev6\)oxDXTicrcxi touvoii' E7tixTi6eioq ei.^^
No critic has suggested that Dionysus' words are spoken in jest.
Indeed, their tone seems guaranteed by their similarity to Teiresias' warning
of Oedipus, which takes the same form of solemn, negative enumeration: <jv
Kal 5e5opK(b(; o\) ^Xinexq iv' ei KaKo\>, / 01)5' ev0a vaieiq, o\)5' oxcov
oiKeic; \iiia (Soph. OT 413-14). It is Pentheus' reply that has been
described as elusive or even as comic in tone.^^ Yet such characterizations
sit uncomfortably both with the preceding line and with the stranger's
prompt and disconcerting rejoinder that Pentheus' name fits him for
misfortune. Pentheus' reply to the stranger is not so much a "prosaic
response" which suggests "the lack of contact between the normal mind and
a mind gifted with supernormal insight"^ as it is a deficient response which
shows Pentheus failing to make normal verbal connections. His words
suggest the same blinkered perspective that characterizes the Menelaus of
Troades; both characters focus on the literal sense of their interlocutor's
words without grasping the additional implications or, indeed, the fact that
there are additional implications. Pentheus further resembles Menelaus in
that he has no perception of the danger that menaces him. Context and
comparison alike suggest that the spectators are not intended to laugh at
Pentheus, but to fear for him.
Did Euripides compose comedies, or tragicomedies, or tragedies containing
comic scenes? This paper has not addressed those questions and I regard
them as still open, although it is worth noting that the more flexible and
^' Foley 1980:119-22.
^^ This reading (where o Spaq and ouS' are Reiske's emendations of the opaq and ov6' of P.
Antin. 24 and LP) is adopted by Seaford 1996a. Rijksbaron 1991: 75-76 defends ou0' . .
.
oij0'; I thank John Gibert for this reference.
" Elusive: Winnington-Ingram 1948: 77. Comic: Seidensticker 1982: 128 n. 62. Oranje
1984: 62 interprets Pentheus' words as arrogant and adduces Od. 9. 19-20 as a parallel, but
Pentheus' flat, matter-of-fact reply seems to have little in common with Odysseus' confident
announcement.
^ Dodds 1960: on Bacch. 506.
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inclusive one's definition of tragedy, the less urgent they become.^^ i h^ye
focused on three isolated passages in Euripides, in each case arguing that
their seriousness is vouched for by some combination of language, context
and intertext. Although three instances do not allow for generalization, they
do at least suggest that when discussing Euripidean humor, we must be
cautious about moving down the scale from whole plays to discrete scenes
to isolated lines. It is one thing to analyze the distinctive texture of a
particular play or to take note of lighter shadings in a predominantly tragic
fabric; it is quite another to posit comic "patches" in that fabric—Euripidean
one-liners, as it were, introduced with no preparation and as summarily
abandoned. We should think hard before concluding that a topic that
appears humorous to a modem sensibility, or a passage that raises a laugh in
selective paraphrase, would have had the same effect on fifth-century
audiences. In the case of Euripides skepticism in the face of an apparently
obvious response seems particularly appropriate; such is Euripides'
reputation for irony and dissonance that misreadings can easily occur. We
should accordingly scrutinize any seemingly humorous patch in the tragic
fabric painstakingly, pedantically, and with all the philological resources we
can muster, always bearing in mind that when we find a passage irritating or
disruptive, incongruous or bizarre, the fault may lie not in Euripides but in
ourselves.
Smith College
*^ On the relationship between these labels and the definition of tragedy, see Donald
Mastronarde in this volume (esp. p. 25). In one example of a flexible and inclusive definition,
Conacher 1967: 340 describes Euripidean drama as a "series of declensions . . . from what
mignt be called the classic structure of 'mythological tragedy'." In another, Fowler 1982: 41-
43 invokes Wittgenstein's notion of family resemblances to suggest a general affinity shared by
all tragedies but allowing for wide variation among individual representatives of the genre.
Falling in Love With Euripides (Andromeda)
JOHN GIBERT
In 412 BCE Euripides produced Andromeda along with three other plays,
one of which was the extant Helen} Although Andromeda has not
survived, we are well informed about the presuppositions of its plot, the
opening scenes, and the final outcome. Cepheus, king of Ethiopia, or his
wife Cassiepeia, offended Poseidon; the god sent a flood and a sea-monster
to ravage the land. Cepheus learned that the troubles would end if he
exposed his daughter Andromeda to the monster, and he accordingly bound
her to a rock by the sea. The play opened with her anapaestic monody of
lament; some use was made of the conceit that she had no companion but
the echo of her own voice. Soon, however, other companions did appear: a
chorus of sympathetic parthenoi, with whom the lyric exposition of the
heroine's miserable plight continued. Now Perseus, fresh from his victory
over the Gorgon Medusa, arrived. His flight by means of winged sandals
was represented by a turn on the theatrical crane. At some point he asked
the beautiful princess directly whether she would be grateful if he saved her,
and she promised herself to him. Further incidents included a narration of
Perseus' heroic struggle with the monster, a debate in which he pressed his
suit for Andromeda's hand before her unwilling father (or parents), and
probably an appearance of Athena ex machina to settle the dispute in favor
of Perseus and Andromeda and to announce that all the principal characters
would ultimately become constellations.
^
I would like to thank the organizers of the Banff conference and several participants,
especially Donald Mastronarde, for helpful comments and criticism.
' The date of Andromeda is fixed by two Aristophanic scholia that place it in relation to
securely dated comedies; another Aristophanic scholion attests that Helen was produced with
Andromeda. See details in the editions cited in the next note.
^ This sketch contains too little incident for a late Euripidean play; fortunately, the present
study can sidestep controversy about events between the first episode and the exodos. On all
questions concerning Andromeda in Greek and Roman drama, see Klimek-Winter 1993, who
devotes over 250 learned and densely argued pages to Euripides' play. The 1990s saw two
other editions of the fragments: Bubel 1991 (a full-scale reconstruction and commentary, but
largely superseded by Klimek-Winter) and Jouan and van Looy 1998 (with more modest aims
tailored to the Bud6 series). We now await the edition by Christopher Collard to appear in the
second volume of Euripides. Selected Fragmentary Plays (continuing Collard et al. 1995) and
of course Richard Kannicht's TrGF V.
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As we shall see, the record of the reception of Andromeda in antiquity
suggests, at a minimum, that it owed much of its impact to its love story,
which may indeed have broken new ground for the tragic genre. One
unusual if not unprecedented aspect of the play is that Perseus began to love
Andromeda on stage. As if to confirm the importance of this detail, the
expression "to fall in love" (eiq epcoTa ninxeiv) occurs in a fragment of
Andromeda and almost nowhere else in classical Greek.^ But did Euripides
make a point of the suddenness of Perseus' passion? The question is worth
asking, for if it is true that "an erotic or romantic theme could pose a strong
challenge to the genre standards of the high mimetic,'"* the challenge must
be even stronger when a hero falls in love before our very eyes. Or so it
seemed to Aristophanes, who in his Thesmophoriazusae produced extended
parodies of both Helen and Andromeda.^ In the Andromeda scene, he not
only makes being in love look silly, but probably also mocks falling in love
at first sight. As we shall see, however, his success depends on at least one
fundamental distortion, and the representation of Perseus falling
immediately in love with Andromeda may be another.
In doing what we expect an Old Comic poet to do, namely turning love
to lust, Aristophanes drew on a long tradition depicting eros primarily as
sexual impulse.^ But as "Aeschylus" says in Frogs (1046-47), Euripidean
tragedy is full of eros. What was the particular attraction of Andromedal
Scholars have answered this question in many ways, recently with an
emphasis on the generic boundaries of tragedy and comedy. I will return to
this topic, but first some background is necessary. A review of the play's
ancient reception will suggest some questions to keep in mind as we study
Aristophanes' representation of Perseus falling in love and then try to
reconstruct Euripides' version of this event. After highlighting details of
Andromeda's role that have been little noticed, I ask whether anything like
the story Euripides dramatized in this play had been seen on stage before.
After returning by this route to the issue of genre, I will suggest a new
perspective on the interaction of late Euripidean tragedy and Aristophanic
comedy.
The record of Andromeda' s reception is unusually plentiful, and much
of it has to do with love. The conclusion that the play was famous for its
"romantic atmosphere" is a fair one, but three passages allow us to bring
more specific issues into focus. ^ The first is in the prologue of
^ Fr. 138, Antiphanes fr. 232. 3, hyp. Men. Her. 4-5 (of unknown date and authorship); cf.
Eur. 77 1172, Bacch. 813, and related material in Flury 1968: 19.
^ Michelini 1987: 75.
^ I follow the majority of scholars in assigning Lys. to the Lenaea and Thesm. to the
Dionysia of 41 1; see Sommerstein 1994: 1-3.
^ Klimek-Winter 1993: 251 lists e.g. Horn. //. 14. 294, 16. 182, Od. 18. 212-13, h.Ven. 56-
57,91.
"^ On the reception as a whole, see Klimek-Winter 1993: 105-08. Representative judgments
of the play's atmosphere: "[Eines] der glanzendsten Beispiele ritterlicher Liebe" (Rohde 1914:
34); characterized by "etwas feminine Romantik" (Schmid-Stahlin 1940: 519); "famous in
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Aristophanes' Frogs (52-54), where Dionysus says that while he was
reading Euripides' Andromeda, longing suddenly struck his heart with great
vehemence (e^a{(pvri(; 7t60O(; / tfiv Kap5iav eTidxa^e Ticbq oiei acpoSpa; cf.
62). A little later he insists to Heracles, "desire is laying me waste" (i\izp6<:,
|ie SiaA.-up.aive'cai, 59), and "a huge longing for Euripides is devouring me"
(xoio\)Toai TOivDv |j.e 8ap5d7CTei TtoGoq / E\)pi7ci5o'u, 66-67). This last
remark sets up the punchline: Heracles asks, Kal xavxa tot> xeGvriKoxoq;
Dionysus has described the desire and longing excited in him by a particular
play; Heracles brings him down to earth by wondering why he wants sex
with a dead man.^ The joke suggests that Dionysus' desire for Euripides
recalls Perseus' desire for Andromeda.^ This implication was in the air
already if 52-54 allude to the sudden onset of passion in Euripides' play.'°
Euripidean or not, suddenness is part of the joke, though it was not a
necessary part of Dionysus' longing for Euripides. The victim of this
passion also lays himself open to a charge of silliness (98-107). Dionysus
eventually proves an inconstant lover when he chooses Aeschylus over
Euripides, civic duty over pleasure, but an audience may not remember
Andromeda by this time.''
An anecdote in Diogenes Laertius (4. 29) also uses Andromeda in a
context of passion. The story explains how Arcesilaus came to the
Academy under Grantor. Arcesilaus' brother was urging him towards
rhetoric, but Arcesilaus was in love with (ripa) philosophy:
Kttl amoij KpdvTcop epcoxiKox; 5iaxe9el(; inv^zio xd e^ 'Av5po^e5aq
Ev)pi7c(5ou TipoeveyKd^evoi; (fr. 129)- •
w jiapGev', ei acoaai^i o', ei'ari ^lov xdpiv;
Kttl o<; xd ex6|ieva (fr. 132) •
dyou 6e ^', 0) ^eiv', el'xe Tipoano^ov QzXtiq
eix' akoxov el'xe 5)icoi5' . .
.
antiquity for the seductiveness of its erotic theme" (Zeitlin 1996b: 395); "an openly romantic
tale" (Michelini 1987: 77).
^ Ordinarily TtoBoc;, the word used at Frogs 53 and 66, may or may not imply sexual
longing; I'nepoc; is more suggestive. In the version of this joke at Thesm. 1118, "Perseus"
speaks of e'pcoq as a disease; the Scythian readily misunderstands this as the need for immediate
sexual relief.
^ Moorton 1987.
'° Some of the words of Ran. 52-67 could go back to Euripides, but the unusual usages and
collocations cannot be claimed as characteristic of him. For example, while Theognis 1 199 has
jtatd^ai KpaSiriv, Euripides has only literal uses of the verb. Euripides is the only tragedian
to use 6iaX,\)^aiveo9ai, but nothing like desire is its subject, and this seems to be a word
Aristophanes himself favored. Sophocles provides an example of the widely distributed
simplex with anger as its subject and a personal object [OC 855); the same word at Eur. Hel.
1099 brings us close to desire, but in that play Kypris afflicted Helen by doing damage to her
reputation, not by making her fall in love. Finally, love does bite in Euripides, but the verb he
and most later writers use is 5dicveiv (Hipp. 1303); 6ap5d7tTeiv is an epic word. Hence the
stylistic register Aristophanes chose is difficult to pinpoint.
" See now the extended treatment of Dionysus' role in Lada-Richards 1999, Chapters 5-9,
where, generally speaking, the case is made for maximum coherence of theme and character.
To delve further into Frogs as Euripidean reception would lead far from my theme.
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And Grantor, in a condition of eros, brought forth the words of the
Euripidean Andromeda and asked him (fr. 129),
Maiden, if I should save you, will you show me gratitude?
And he answered with what follows (fr. 132),
Take me, stranger, whether for servant, wife, or slave . . . ^^
This will turn out to be a crucial passage for reconstructing Euripides; the
point to be made here is that reenacting a scene of Andromeda was
remembered as a wittily appropriate gesture for a man who was epcoxiKCOc;
6iaxe9ei<; and an inexperienced partner who wanted to make a commitment
to philosophy over the objections of a family member.
Finally, Lucian {Hist. Conscr. 1) tells an amusing story of how the
proverbially stupid Abderites came down with fever after witnessing a
performance of Andromeda in the middle of summer. A lingering effect
was that, pale and thin, they went around shouting Perseus' line ao) 8', (b
Gecov xvpavve KOcvOpcoTKov "Epax; (a version of fr. 136. 1), and their ardor
was not cooled until the arrival of winter and the first frost. In the manner
of Thucydides writing on the plague, Lucian presents tragedy as a disease
into which the Abderites relapsed (7tapoA.io0aiveiv) because "Andromeda
lingered in their memories and Perseus, together with Medusa, kept winging
his way through their minds." Their symptoms caricature a desperate lover,
an idea reinforced by the part the story gives to heat and cold. All Lucian
needs for his purpose is to equate being in love with being out of touch with
reality (so that one indulges a ridiculous passion for writing history). And
"being in love" is all we get out of fr. 136, the only Euripidean passage
certainly alluded to.^^ Other elements of the tale, however, make sense as
part of a broader satire on Euripidean tragedy. ^"^ The naive Abderites in
effect fall in love with Euripides, just like Dionysus and later the
underworld rabble in Frogs (771-83). Their obsession is a disease, an idea
crucial to Thesmophoriazusae, as we shall see. When passion cools and
delirium ends, the implication may be that even a foolish audience is saved
when Euripidean tragedy fails, as it finally must.
'^
I have given the Euripidean lines in the corrected form recovered from other quoting
authors; the divergences in Diogenes Laertius do not affect my argument.
'^ The words zr\v EiL)pi7i{8o\) 'Av5po|ie5av e|iovcp5ow Kai ttiv tou Flepaecoq pfiaiv ev
\izkt\. 5ie^fieoav inevitably suggest to a reader familiar with Aristophanes' parody that
Andromeda's monody was one of the parts of Euripides' play that overwhelmed the Abderites.
But more likely the singing of what was properly a spoken part is one of the targets of the
satire; cf. Kassel 1973: 106-07 (supporting ev [izkzi over the variant ev nepei). The words xriv
EupiTtiSou 'Av5pone5av, then, refer to the play, of which ttiv tou riepoeax; pfiaiv identifies
the part that affected the Abderites. Thus it cannot be proven that Lucian knew more than a
single line of the play, and that in a variant form rejected by modem editors (cf. note
24 below).
''' Lucian begins, "They say (cpaai) that in the reign of Lysimachus, etc.," but we can only
guess whether he made the story up or followed another author more or less closely. On the
other hand, it is very likely that the similar story told by Eunapius (fr. 54) is a mere conflation
of Lucian and Philostr. VA 5. 9 and thus not a witness to reperformance of Andromeda in the
reign of Nero (so Klimek-Winter 1993: 104; cf. Easterling 1997c: 222-23).
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We turn now to the earliest reception of Andromeda, in Aristophanes'
Thesmophoriazusae. After re-enacting the recognition of Menelaus and
Helen fails to rescue Euripides' Kinsman from the Athenian women who
hold him captive for infiltrating their festival of the Thesmophoria (855-
928), and after the chorus sing and dance in honor of various gods (947-
1000), the Kinsman, now guarded by a Scythian archer, glimpses a new
hope. For Euripides, he says, has just darted out as Perseus and signaled
that he should take up the role of Andromeda (1008-14). Over the next 120
lines (1015-1135), Aristophanes serves up wildly funny distortions of three
scenes of Euripides' play: Andromeda's pathetic lament while, alone except
for the echo of her own voice, she awaits death; her lyric exchange with a
chorus of sympathetic young women; and Perseus' winged entrance. This
last leads directly to Euripides' attempt to save the Kinsman, which quickly
fails and brings the scene, and with it the parody, to an end.
The first three lines spoken by "Perseus" (Thesm. 1098-1100) were
very likely the first words of Euripides' hero as well (fr. 124).'^ They
announce in a general way his arrival on the scene; soon afterwards he spies
"Andromeda" and is struck by her appearance. This time Aristophanes
quotes less than a trimeter exactly, and indeed nothing spoken by "Perseus"
or "Andromeda" from here to the end of the scene certainly comes from
Euripides.'^ But "Perseus" continues to address "Andromeda" and the
Scythian in high style, and once "Andromeda" addresses him in the same
way. In the space of a dozen lines, he notes her beauty (Geaiq 6|ioiav,
1106), feels pity (1110), and professes his love (1116-18.). What
immediately precedes this last declaration is a bit of obscene stage business:
The Scythian, annoyed that "Perseus" insists on calling the old Kinsman a
parthenos, offers a glimpse of the latter's private parts.'"' As if again struck
by a vision of beauty, "Perseus" begs to be allowed to touch "the girl" and
explains his plight (1116-18):
dvGpcojtoiav yap voarmaxa
anaavv eaxvv, e\ik 5e KaiJTOv xr\<; Koptjc;
'^ Most editors accept a trimeter cited by Eus. PE 15. 62. 8 as the fourth line of fr. 124, and
some join to this Ar. Thesm. 1101-02a (= fr. 123) as lines 5-6a. These choices have no
bearing on the present study.
'^ On the relation of Ar. Thesm. 1105 to Eur. fr. 125, see note 20 below. Since Aristophanes
is capable of composing lines in tragic style, the caution of Klimek-Winter, who refuses to
count as fragments of Andromeda any Aristophanic lines not explicitly identified as such by the
scholia to Thesm., is justified.
'' As emended and explained by Sommerstein 1994, the line reads oKevjiai to o\)ko- nf| ti
^iKpo TtawETtti; (aicuxo R), and the joke has two parts: the stage business of exposing the
Kinsman's phallos and the archer's linguistic mistake. By saying avKo, i.e. ovkow (slang for
female genitals) when he means ouktiv (slang for male genitals), he acquiesces in spite of
himself in the illusion that the Kinsman is a woman. Henderson accepts the emendation in his
translation but suggests in a note that the Scythian means avKO sarcastically (Henderson 1996:
230 n. 167). If sarcasm is not beyond the Scythian, Scaliger's Kvazo (i.e. Kt»o0ov) is perhaps
preferable after all, as it belongs to the stylistic register he favors. The question whether
"Perseus" falls in love at this moment is unaffected by the choice of emendation.
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xaiaTTiq ep(0(; ei^ricpev.
Every man on earth
Hath some affliction, and so too have I:
Love of this maid has ta'en me prisoner.
Recent scholars rightly judge these lines to be improvised in the manner of
Euripides rather than quoted from a Euripidean original. '^ The reasons
include the silence of the Aristophanic scholia, the violation of Porson's
bridge in 1117, and the fact that there is nothing very original to Euripides
in the conception of love as a disease. Indeed, this last notion surely distorts
Andromeda in a fundamental way: There eros played a conspicuously
positive role, and Perseus, who was after all seeking Andromeda's hand in
marriage, would not have described himself as diseased. ^^ The word
voarniaxa is an economical choice for Thesmophoriazusae: It sets up the
Scythian's next misunderstanding, that "Perseus" is in need of immediate
sexual relief. It is also significant, I suggest, that by introducing this
distortion Aristophanes refuses to recreate Andromeda' s strikingly positive
conception of eros. Just so the ei5co^ov motif, whose importance to both
the surface texture and the intellectual depth of Euripides' Helen we can
judge for ourselves, is absent from Aristophanes' parody of that play. We
may again invoke economy, but without the e'i5co^ov, the recognition scene
(which, along with incidentals such as the Egyptian setting and Menelaus'
rags, bears the brunt of Aristophanes' satire) appears in many ways a
generic, not a specifically Euripidean form.
In what remains of the parody, the mismatch between the Scythian's
crude sexuality and the ostensibly higher purpose of "Perseus" undergirds
another exchange between them (1121-24), and then the desperate hero
makes two direct attempts to free "Andromeda" from her bonds, is repulsed
by the Scythian both times, and resolves to apply a stratagem better suited
to the barbarian's nature. In all, Aristophanes uses the fact that Euripides-
as-Perseus is in love with Kinsman-as-Andromeda to set up four successive
punch lines by the Scythian archer. Although the brief scene, with its hero
who has never before seen the beautiful heroine, necessarily traverses the
narrative space in which Perseus /a//5 in love, Aristophanes did not need to
give any concrete expression to that moment. In fact, whether he did or not
depends on the degree to which Perseus heeds the obscene gesture of 1 1 14.
If the scene is played so that "Perseus" ignores the Scythian's antics, 1115
belongs exclusively to Euripides' plan to free his Kinsman, and 1116-18
simply state a condition that now obtains (e^ie . . . epcoq ei^r|(pev = "love
holds me in its grasp"). If played so that "Perseus" gets an eyeful at 1114
and seems especially keen to touch the "giri" as a result, this is when he
falls in love ("love has [just now] seized me"). The second alternative
'^ Rau 1967: 87; Klimek-Winter 1993: 312. The translation is that of Sommerstein 1994.
'^ Rau 1967: 87, amplified by Rau 1975: 355.
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brings with it some possible stage business, as Perseus is struck by a vision
of loveliness, and a further advantage is that the vision itself looks like an
obscene distortion of the Euripidean hero's first glimpse of Andromeda.
Probably, then, Aristophanes first concentrated Perseus' experience to
heighten its silliness and then assimilated it to a recognizably tragic pattern,
both moves facilitating the transformation of love to lust. But even lust
does not work for Euripides, until Aristophanes makes him use it in the
crudest possible appeal to the Scythian (1 172-1201).
In Euripides, to whom we now turn, Perseus lingered longer over his
first vision (fr. 125):
ea, Tw' 6x00V x6v5' opw nepippvxov
ctcppw QaX6.aar[q napGevou x' evKO) xwa
e^ aiL)xo^6p(pa)v A,aiv(ov xuKia^dxcov,
ao(pf\<; ayaX^a X^^poc,',
But ah, what hill is this I see, with sea-foam flowing round, and what
image of a girl in chiseled stone that perfectly renders her form, the
beautiful product of an artful hand?^^
Apart from the fact that he says nothing of love, Perseus thinks he is looking
at a statue, so strictly speaking he does not fall in love at first sight. Once he
knew he was looking at a girl, he must have addressed her, probably with an
expression of pity at first.^' If fr. 126 (aiyaq; aicoTifi 6' a7ropo<; epimveix;
Xoycov) is correctly placed in this scene, Andromeda was reluctant to return
his speech, as indeed, according to Athenian notions, she should have been,
as an unmarried girl encountered in a lonely spot by a man not related to
her. There is only one fixed point between here and fr. 136, where Perseus
invokes the aid of Eros, presumably while preparing to fight the monster.22
It consists of nothing other than the lines spoken by Grantor and Arcesilaus
in the story told by Diogenes Laertius:
lie. CO napGev', ei acoaai^i o' , eI'oti |xoi xdpiv;
Av. ayou 5e n', (b ^elv', el'xe npoanoXov 0eX.ei<;
e'lx' d>,oxov el'xe 5^(ol6' . .
.
Pe. Maiden, if I should save you, will you show me gratitude?
20 £R Ar. Thesm. 1 105 cites the first two trimeters as TtdXiv e^ 'AvSponeSaq; an overlapping
quotation by a patristic author (Maximus Confessor, Scholia in opera Dionysii Areopagitae
234 [PG IV 424A Migne]) provides the rest. For interrogative iiva in line 2, the meaning of
auTonopcpcov in line 3, and interpretation of the whole fragment as a question, see Battezzato
2000.
^' Klimek-Winter rightly rejects frr. 127 and 128 on methodological grounds, but the pity
expressed in Ar. Thesm. 1110 serves no obvious comic purpose and recurs in many of the
literary versions (cf. note 24 below).
^2 See the discussion in Klimek-Winter 1993: 253-54. Although fr. 136 is effectively a
declaration of love, it is not addressed to Andromeda, and its acknowledgment that Perseus is
under love's sway is somewhat oblique.
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An. Take me, stranger, whether for servant, wife, or slave.^^
Her reluctance to speak overcome, Andromeda boldly gives herself to
Perseus, and even suggests that he might marry her. Quite possibly the
marriage motif entered the play here, without a word having been spoken of
love. Yet Perseus is unmistakably in love by the time he speaks fr. 136.
Probably he said something about his condition earlier, but if it was only
after frr. 129 + 132, Euripides developed his hero's interest in Andromeda
as gradually as the scene allowed. The crucial stages—first sight, pity,
request for gratitude, and finally declaration of love—were not compressed,
as they are in most ancient versions, but presented singly, and Andromeda
was responsible for a decisive initiative.^"*
Perseus went on to defeat the monster. At some point, he found one or
both of Andromeda's parents unwilling to honor the deal he and their
daughter had made. What is important about this scene for our purposes
can be safely deduced from the book of constellations attributed to the
Alexandrian scholar Eratosthenes. The entry for Andromeda reads:
'Av5pone6a<;- avxri Keuai ev xoiq aatpOK; 6ia xr\v 'AGrivav, twv
nepaeco(; a0A,cov {)7c6nvri|xa, Siaxexa^ievri xa^ xeipcxi;, (oq Kal KpoexeGri
x^ KTixei. dv0' mv acoGeiaa vnb Flepaecoq oi)% eiX,exo xcp naxpl
a\)|i^ieveiv ov)5e xfi ixrjxpi, aXk' auGaCpexcq tie, x6 "Apyoi; d7tfiX,0e ^lex'
eKeivou, ev)Yeve(; xv (ppovrioaaa. Xeyev 6e Kal E\)pijr{5ri<; aa9(0(; ev xm
Tiepl amr\q, yeYpan^evcp 6pd^laxl.
Andromeda has her place among the stars, a memorial of Perseus' labors,
because of Athena. Her hands are outstretched, just as she was exposed to
the sea-monster. She has her reward because, after being saved by
Perseus, she refused to stay with her father or mother, but left with Perseus
for Argos by her own choice, an expression of noble sentiment. Euripides
too says so clearly in his play about her.^^
We could hardly wish for greater emphasis on Andromeda's choice, that is,
her defiance of her father. In all probability, 6ia ttiv 'A0rivav means that
the goddess appeared ex machina to resolve the crisis and announce the
future catasterism of the principals. She is therefore the character most
^^ Frr. 129 + 132. Klimek-Winter gives convincing arguments for keeping the lines
together. Fr. 129 was also noticed by the Middle Comic poet Eubulus (fr. 26), allegedly for
sigmatism but one suspects also for its occurrence in a famous love scene.
^"^ Perseus falls in love at first sight in all but one of the literary sources of the Andromeda
legend surveyed by Klimek-Winter 1993: 1-19. The exception is Lucian, Dial. Mar. 14, which
has Kal TO \ihi Ttponov oiKxe{pa(; ttiv ti)xt|v aiL)Tfi(;, avripcoxa ttiv aixiav xfjc; KaxaSlKtiq,
KUTCt niKpov 6e (xkovc, epcoxi—cxpfjv yap oeowoBai xfiv 7iaT5a
—
poriBeiv Sieyvco. Klimek-
Winter says that this text preserves something like a standard version of the myth, but that is
not true of the detail that Perseus was gradually (Kaxa niKpov) overcome by love. Lucian had
first-hand acquaintance with some Euripidean tragedy, if not demonstrably Andromeda (cf.
note 13 above), but it is impossible to say whether he borrowed or invented this detail. The
pity (cf note 21 above) and questioning look Euripidean.
" Catast. 17 (21. 2 Olivieri = 216 b 20 Maass); Klimek-Winter 1993: 61-62 gives the other
versions and traces the outlines of the tradition.
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likely to have judged that Andromeda's choice revealed noble sentiment
(Evyeviq xi (ppovriaaaa). The catasterism is only prophesied, for it is also
clear that Perseus and Andromeda depart for Argos, where of course the
mythical vulgate knows of their further adventures and offspring.
Thus did the love story reach its happy ending. A rapid survey of eros
in tragedy suggests that the Athenians had rarely, if ever, seen anything like
it.^^ Certainly Aeschylus had no demonstrable interest in writing tragedy
along these lines. Love may have motivated Hypermestra to save her
husband Lynceus in his Danaid trilogy, and Clytemnestra has her adulterous
relationship in Agamemnon, but nothing contradicts the usual view that eros
played only a small and subordinate role in Aeschylean tragedy. In the
extant plays of Sophocles, Heracles is said to desire lole and Deianira
supplies an example of wifely devotion leading to disaster in Trachinian
Women, but resemblance to Andromeda is again faint. Antigone is perhaps
most instructive. Here romantic love looms as a possibility, but Haemon
chooses not to avow his passion, which is unfulfilled and ambivalent in its
effects, and it is left unclear how Antigone feels. ^^ As for lost plays, we can
say no more than that love may have played a part in Scyrians, Theseus, and
Colchian Women. Sophocles also wrote oxi Andromeda, perhaps around the
middle of the century.^^ Perseus' acquisition of Andromeda as a bride may
be assumed; unfortunately, the fragments do not enlighten us as to whether
love played a part.^^ It is not even certain that the play was a tragedy: The
idea that it was a satyr-play, first suggested by Casaubon, may have
received slight additional support as recently as \96lP The po'Ssibility is
intriguing, for some satyr-plays probably featured the rescue from a monster
or cruel relative of a beautiful maiden who then became the prize of her
savior.31 Another standard feature of the genre, the satyrs' (typically
frustrated) sexual desire, may have served as a foil for the true love of the
hero in such cases, but the fragmentary remains do not allow us to go
beyond speculation. We would dearly love to know not only how
Sophocles shaped the Andromeda story but what part generic considerations
played in his decisions, but evidence is lacking.
The example of Antigone suggests that in these plays the love element,
if it existed, may have been muted or one-sided. In a fragment of
2^ The discussion of erotic themes in Greek literature by Rohde 1914: 12-177 is still
enormously useful; see also Lesky 1976; Konstan 1994a: 139-86; and on Euripides only,
Adrados 1959.
" Walcot 1987: 9-11; Griffith 1999: 51-54, 64-65.
28 Frr. 126-36 Radt; see Klimek-Winter 1993: 23-54. We have an indication of date only if
a series of five vase-paintings, of which the earliest is c. 450-440 BCE, derives from Sophocles,
as recently argued again by Green 1994: 20-22.
29Klimek-Winterl993:31.
^° For the bearing of P. Oxy. 2453 on the question of genre, see Klimek-Winter 1993: 46-
48. On the (frequently circular) arguments about which lost plays are satyric, see Donald
Mastronarde's contribution to this volume.
31 Seidensticker 1979b: 219, 244-45; Krumeich et al. 1999: 28-32; cf. Seaford 1984: 38-39.
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Sophocles' Oenomaus, however, Hippodamia describes what looks like
mutual passion in striking language (fr. 474). The play presumably ended
in the lovers' escape from Hippodamia' s father, and offspring are a constant
feature of the tradition. This, then, may have been a love story with a happy
ending, even if the curse of Myrtilus clouded the latter, as indeed the
foreshadowing of later events could have done in Colchian Women and
Theseus. In all three, as in Andromeda, the girl has an unpleasant father
from whom the audience will have been glad to see her escape. Further
details elude us, including whether the first meeting of the lovers occurred
within any of these plays.
Euripides, of course, is credited with many innovations in bringing eros
to tragedy. There is no need to review passages in which passion is
mentioned only in passing or plays only a small part in the action. Several
well-known situations in which the overwhelming power of eros receives
full expression involve a wife's adulterous passion. The men who are the
object of such passion, however, never return and sometimes fiercely reject
it. Euripides also provides examples of wifely devotion, but in surviving
plays the erotic dimension remains largely implicit (Alcestis, Evadne,
Helen); that may not have been true of Laodamia in Protesilaus, but we
have no way of being sure. Men are also motivated by illicit eros in
surviving plays, but the poet treats the theme obliquely. Thus Medea
accuses Jason of immoderate desire for the Corinthian princess in Medea,
and Hecuba exhorts Agamemnon to be grateful for Cassandra's favors in
Hecuba. In lost plays, Polydectes pressed his suit on an unwilling Danae in
Dictys, and Macareus loved his sister Canace in Aeolus.
Scenarios involving young, unmarried characters are of greater interest
in connection with Andromeda Meleager loved Atalanta in Meleager, but
the play presumably ended in his untimely death. ^^ Marriage debates
occurred in Aeolus, Meleager, and Antigone, as well as Phaethon (whose
title character wanted to avoid marriage), but as far as we can tell, only sons
defy their fathers in them. Titles we have mentioned for Sophocles
—
Oenomaus, Scyrians, and Theseus—recur for Euripides, but we are almost
entirely in the dark about how he handled the legends. ^^ We have a little
more to go on with his Antigone, for a good source attests that Euripides
offered a version of the legend in which Antigone and Haemon, after being
caught burying Polynices, were nevertheless married "on account of
^^ The presumption is based on fragments of Accius' tragedy of the same name (see Webster
1967a: 236); nothing is known of Aesch. Atalanta.
•'•' From the papyrus hypothesis to Scyrians (Austin 1968: 95-96), we know that Achilles
had impregnated Deidamia, but no other detail of their relationship survives. Fr. 388 attests an
erotic dimension for Theseus, but there are many possible contexts for it; cf. Mills 1997:
252-55.
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Haemon's love" and had a child. These events, however, may merely have
formed the background to a plot that had nothing to do with love.^"*
Sophocles' Oenomaus emerges as the best candidate for a play along
lines like those of Euripides' Andromeda. Since it was produced before 414
BCE, Sophocles may even have led the way with romantic tragedy.''^
Another possibility raised by our survey is that love stories may have found
their way into tragedy by way of satyr-play. But if the degree of Euripides'
originality is finally impossible to determine, above all because of the loss
of Sophocles' Andromeda, it is clear that his Andromeda presented the
elements of a love story in a combination that was at least highly unusual.
This brings us back to genre. Perseus' love is the only target of
Aristophanes' parody that might also be called a structural element of
Andromeda's love story. All of his targets, however, would have
contributed to the unusual atmosphere and tone of the Euripidean original:
the daring use of Echo, the exotic predicament and exaggerated pathos of
the exposed maiden, and the arrival of the gallant hero through the air. So
would several other elements of the dramatic situation. When they meet,
the two principals are young and unattached, ^^ and Andromeda is a
parthenos, ripe for marriage.^'' A victim of her father's cruelty, she attracts
sympathy through her opening scenes, and her savior Perseus appears to
have been no less sympathetic a character. He was at any rate acceptable to
Andromeda, and this suggests that the audience too will have wanted the
couple's marriage plans to succeed. They do succeed, as everyone surely
expected all along. ^^ Against this background, Perseus' constant love
^'* The facts about Antigone and Haemon are related by the hypothesis to Soph. Ant. which
is of the type usually attributed to Aristophanes of Byzantium and therefore relatively
trustworthy; the phrase 5ia -cov Ai'novoi; epwxa comes from a second version of this notice in Z
Soph. Ant. 1350. Reconstruction of the play depends on what part of Hyg. Fab. 72, if any,
follows Euripides; see Jouan and van Looy 1998: 193-201.
^^ The terminus is given by Ar. Av. 1337-39, which parodies Soph. fr. 476. Recall that with
his second Tyro, Sophocles may have produced the first tragedy about the later adventures of a
woman and her divinely fathered children, who had been exposed but rescued and raised by
others (cf. Eur. Melanippe Desmotis, Antiope, Ion), while the passion of an adulterous wife
may have taken center stage first in his Phaedra (cf. Eur. Stheneboea, Phoenix, Peleus, and
both versions of Hippolytus). The uncertain dates of some of these plays make it equally
possible that Euripides was the first to dramatize any or all of these scenarios, but it would be a
mistake to assume that this was so on the strength of Aristophanes and the biographical
tradition.
'^
I accept the recent consensus that no rival suitor appeared in Euripides (Klimek-Winter
1993: 57; Jouan and van Looy 1998: 159).
'^ Perseus addresses Andromeda as parthenos in fr. 129; Andromeda evokes the "marriage
to death" theme by calling the pitiable lament in which the chorus join her a "paean not of
marriage, but of bondage" (Ar. Thesm. 1034-36 = fr. 122. 3-5); the chorus remark that her
father has "given her to Hades to die for her country" (frr. 1 19 + 120. 6 neBfiKev "Ai8a ndxpaq
UTtepGaveiv). Recent work on an Oxyrhynchus papyrus has established that frr. 119 and 120
belong together and were sung by the chorus. The papyrus also supports naxpac, (coniecerat
Due;itzer) over Ttotxpoqof 1^ Ar. Thesm. 1022; bibliography in the apparatus of Jouan and van
Looy 1998. On Sophocles' Andromeda as "bride of Hades," see Green 1994: 20-22.
^^ A fertile union of Perseus and Andromeda goes back to the earliest literary source which
mentions them together ([Hes.] Cat. fr. 135) and remains constant in the tradition.
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deserves to be called an ethically serious development of the legend's
romantic potential. We do not know whether he expounded other motives
or was consistently high-minded, nor whether Andromeda felt anything
other than gratitude. In treating joyful true love seriously, however,
Euripides enlarged the boundaries of the tragic genre.^^
In related ways, this is what he was doing in several extant plays of the
same period. Iphigenia in Tauris, Helen, and Ion share with Andromeda
exotic settings;'*^ strong, positively valued ties of affection;'^^ and happy
endings. These plays are often called tragicomedies or romantic tragedies,'*^
and "comic elements" have been detected in them at the level of individual
lines and scenes. "^^ The debate about their generic affinities is lively and
ongoing, but while Andromeda probably resembled them in even more ways
than we can demonstrate, it has received little notice in this connection."^
Also of long-standing interest to literary historians is the influence of
Euripides on later Greek comedy. The observation that certain motifs
common in New Comedy occur already in Euripides is as old as Satyrus;
^^ In his essay in this volume, Donald Mastronarde reminds us that tragedy had not yet
ceased by the 410s to expand its repertoire in various ways, of which the discovery of new
approaches to the existing body of heroic legend was only one. At issue here is how easily
romantic love lent itself to ethically serious treatment, perhaps the genre's most consistent
feature. Peter Walcot has recently tried to show "why romantic love was not acceptable to the
Greeks as 'true love'" (Walcot 1987: 5). In a survey of the theme in classical literature, he
describes Andromeda, but not how he thinks it was received. Konstan 1994a: 139-86
exaniines "the particular pattern of erotic relations that appears to inform each of the genres" he
considers related in some way to the novel (140), but Andromeda, which he does not mention,
cannot be accommodated to what he says about the tragic genre (175-78).
^'^ Of course Delphi, where Ion is set, is not exotic in the same sense as the others, but critics
regularly and justifiably write of its "enchanted atmosphere." Helen also shares with
Andromeda a differentiation of the "barbarian" into characters both noble (Theonoe,
Andromeda) and savage (Theoclymenus, Cepheus); see, in general, E. Hall 1989a. That
Andromeda's "noble savage" does not merely facilitate the action, like Theonoe, but is at its
center and becomes integrated into Greek heroic genealogy has interesting implications which I
cannot pursue here. E. Hall 1989b argues forcefully that the humor of the last part of Ar.
Thesm. is ethnocentric, and she finds analogues in Euripides' "romantic" plays, especially IT.
"*' The tie is between brother and sister in IT, mother and son in Ion; compare the many
women waiting to be rescued in Euripidean plays not included in the romantic group (e.g.
Electra, Antiope, Cresphontes, Hypsipyle, Melanippe Desmotis). Again the parallel with
Helen, with its tie between husband and wife, is most suggestive (Petersen 1915: 606-09), but
note these differences: First, Helen had long ago been given to Menelaus in a proper marriage,
that is, by her father; second, the play accordingly has much more to say about fidelity than
passion; and third, in Helen affection appears first as longing and is then re-focused through
recognition, rather than through the first awakening of desire as in Andromeda.
*'^ On the terminology, see Mastronarde in this volume, and cf. Michelini 1987: 39-40, who
traces the history of the labels and surveys work devoted especially to these plays.
'*^ The study of comic elements in Euripides (not only the "romantic" plays) received new
impetus from Knox 1970 and Seidensticker 1982; Justina Gregory, in her contribution to this
volume, argues that patient scrutiny leads to non-comic interpretation of examples commonly
alleged at the level of isolated lines or brief exchanges. Work on the comic affinities of
individual "romantic" plays continues to be plentiful; on Ion, for example, see Matthiessen
1989-90; Lee 1992-93; E. Segal 1995; and Zacharia 1995.
^ Klimek-Winter 1993: 199 detects an isolated comic touch in the fact that Perseus initially
mistakes Andromeda for a statue (fr. 125), but the reservations of Hose in his review are
justified (Hose 1997: 195).
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while scholars used to debate the amount of, say, Menander's "debt" to
Euripides, the trend is towards more sophisticated study of different kinds
of response.'*^ The "romantic tragedies," especially Ion, have always held
an important place in this discussion; new links, often suggested by papyrus
discoveries, are found all the time.'*^ The New Comic scenario of love and
marriage has received a good bit of attention, but Andromeda has been
neglected in discussions of its literary antecedents.'*''
The attempt to understand why Aristophanes produced extended
parodies of Helen and Andromeda and how they work, then, is not the only
route by which comedy can enter a discussion of Andromeda and genre.
We need to proceed carefully, however. Building on a long tradition which
sees Aristophanes and Euripides as rivals,'*^ several scholars have recently
suggested that in Thesmophoriazusae, Aristophanes "punishes" Euripides
for transgressions onto comic territory in his latest tragedies. Froma
Zeitlin's formulation of this idea, the earliest known to me, is in many ways
also the subtlest. When she says that Aristophanes punishes Euripides, she
does not mean that he easily wins the game of rivalry, and she insists on an
"inextricable nexus of reciprocal trespass."''^ I will return to these points,
but first it must be noted that a less satisfactory form of the thesis is gaining
currency. Euripides is said to "transgress" by his use of language and
illusion, and it is said or implied that when Aristophanes "punishes" him,
comedy emerges victorious over tragedy.
In the fullest discussion, Angus Bowie says much that is true about the
way each genre manipulates language and illusion, which are after all basic
components of drama, but he does not adduce anything specific to Helen
and Andromeda.^^ Of course, comedy was successful at exposing tragic
'•' Satyrus: P. Oxy. 1176, fr. 39, col. vii, 1-22. Earlier assessments of Menander's "debt"
are surveyed by Katsouris 1975b: 1-28. Examples of the recent approach include R. L. Hunter
1985: 114-36; Hurst 1990; and S. West 1991.
''^ S. West 1991: 16 remarks that "a year seldom passes without papyrological publications
adding a further item to the account" of Menander's debt to Euripides (though she is among
those who suggest that we think in terms other than "debt"; see previous note). A recent
example is Eric Handley's still unpublished argument, partly on the basis of a papyrus
published in 1994, for the influence of Ion on Menander's Leucadia (cf. W. G. Amott 1996:
226). Without benefit of new texts, Tel6 1998 has added to the list of ways Ion influenced (the
Greek original oO Plautus' Rudens. John Porter, in his contribution to this volume, discusses
Euripidean precedents for Act IV of Menander's Epitrepontes, where a strong-willed Pamphile
engages her father in debate concerning her domestic happiness.
"^ Flury 1968; Gomme and Sandbach 1973: 28-35; Webster 1974: 25^2. Walcot 1987: 9
does notice Andromeda (cf. note 39 above). Many scholars discuss Menandrean eros under the
heading of moral values; the common view is that while it is overpowering, resistance is
admirable, for eros often stands in the way of more important obligations to family or friends.
See Dover 1973 and 1974: 208-13; Webster 1974: 43-55; W. G. Amott 1981a.
^^ The tradition begins with Cratinus (fr. 342, to which Ar. fr. 488 is said to be a response by
Schol. Areth. (B) PI. Ap. 19c, the source for both fragments); cf. Bremer 1993: 147^9. The
idea of generic rivalry is prominent in Rau 1967 and 1975.
'*^ Zeitlin 1996b: 398, emphasis added.
^*' Bowie 1993: 217-25. Two claims do approach the needed specificity, but both are
eccentric. First, Bowie writes that "Aristophanes takes on an especially difficult task in
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language as pretentious and puncturing its illusion long before Euripides
began writing "romantic tragedy." Jeffrey Henderson comes closer to
meeting the needs of the argument by insisting that "realism" is at stake. He
maintains that Euripides was realistic and even topical (in a self-consciously
improvised sense) in his innovative representations of women; Aristophanes
defeats him with comedy's own construction of reality.^' Without a doubt,
certain kinds of realism and topicality are, as Henderson says, "hallmarks
not of tragedy but of comedy," but the case that these matter to such
Euripidean creations as Melanippe and Phaedra (mentioned at Thesm. 547)
in anything like the way they do to Aristophanes remains sketchy, and
Henderson does not fill it out with examples from Helen and Andromeda.
Finally, Lauren Taaffe suggests that "Aristophanes objects to Euripides'
adoption of the essential features of Aristophanic humor: escape, trickery,
and femininity."^^ "Femininity" is potentially a very broad category; the
aspects of it Taaffe develops are disguise, deceit—in short all kinds of
artificiality (including linguistic). Again, these occur throughout tragedy;
Taaffe does not show that any particular use of them in Euripidean romantic
tragedy made new inroads against comedy. The suggestion that "escape" is
essential to Aristophanic humor has a recognizable kernel of truth: Many of
his comic creations depend on what we may call escapist fantasy. But if the
claim is that Euripidean happy endings compete with such fantasies, or with
other kinds of escape, it requires further development.
We face the paradox, then, that what Aristophanes has so far been said
to punish is not unique to the Euripidean plays he chose to parody, while he
does not punish what strikes us as distinctive about them. It does not follow
that the punishment thesis is invalid. It could be a worthwhile speculation
as to what motivated Aristophanes to parody certain plays, what he
"objected to," and so on. The mismatch, however, seriously threatens the
theory's persuasiveness. Furthermore, there is a second paradox. Helen is
choosing for parody a scene from the Helen which is itself highly comic: he must produce in
effect a parody of a parody" (223). He does not say what scene he has in mind; earlier he
characterized Menelaus' scene with the Old Woman as "good comic knock-about stuff (218),
but it is striking that the three lines Aristophanes borrowed from this scene are all adapted so
that they can be spoken between Euripides-as-Menelaus and Kinsman-as-Helen. It is almost as
though Aristophanes wanted to avoid drawing attention to any scene other than the recognition,
which, though it was obviously susceptible to parody, is not comic in any sense relevant to
Bowie's argument. Second, he tentatively suggests that the four plays parodied in Thesm. can
be seen as following the trajectory of a tragic tetralogy; by incorporating them all and adding a
"comic coda," Aristophanes would be showing that if we have (his) comedy, we have little
need of tragedy (224-25). Strictly as regards Andromeda, which on this reading stands in for a
satyr-play, the idea is not preposterous, but one wonders whether an audience could have taken
the point. To say no more, the scale and other similarities of the Helen and Andromeda
parodies seem likely to have frustrated any perception of the one as generically distinct from
the other and hence of the whole sequence as a tetralogy.
^' Henderson 1996: 96-97. See also Barbara Goffs contribution to this volume, on the
construction of "reality" in Euripides.
^^ Taaffe 1993: 98. The word "punish" does not occur in Taaffe's brief and avowedly
speculative paragraph, but her talk of "objections" to plays "which tread most clearly on the
territory of comedy" comes to much the same thing.
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among the plays most studied for its "comic elements," and both it and
Andromeda (probably) belong to the group that most influenced the
development of Greek comedy, yet the proponents of the punishment thesis,
while acknowledging that Euripidean tragedy had recently taken a new
direction, do not show that Old Comedy could lay claim to any of the
territory into which Euripides was expanding. So even if it could be shown
that Aristophanes responded to the particular features of Helen and
Andromeda we associate with this development, it would not follow that he
was defending anything. His "victory" might be just the expected success
of comedy on its own terms.
In fact, nothing like what Euripides had been presenting in his tragedies
of the 410s is characteristic of Old Comedy.^^ To speak only of the love
element, the generic tendency of Old Comedy is obviously to characterize
all passion as lust. This is as true of the casual references to sex found
throughout the Aristophanic corpus as it is of the triumphant finales that
include a fantasy of sexual union. ^'* Whether we focus on imagination,
escape, or sexual fantasy, we shall not succeed in producing a head-on
collision between the typical values of Old Comedy and those of the love
and marriage scenario at the heart of Euripides' Andromeda. Aristophanes
knew very well both that Perseus' love was not lust and that traditional Old
Comedy had nothing to do with true love.
The mistake here, I suggest, is thinking of Aristophanes as a mere
defender of inherited territory. To be sure, the loss of his competitors' plays
makes it difficult, if not impossible, to test his repeated claims tq have been
an innovator, among other things by making comedy more serious.^^ Still,
it looks as though the first comedy he produced after the premiere of
Andromeda was innovative in ways relevant to our theme. In Lysistrata,
wives who feel abandoned and betrayed by their husbands begin to make
choices for themselves, and one of their first choices is to control their own
sexuality. Lysistrata herself is a sympathetic leader in a good cause, and she
is successful. She is concerned not just for lonely wives and widows, but
for unmarried girls (592-97). When the way has been prepared for the men
to enjoy "Reconciliation" in the manner of the sexual fantasies that end
several other comedies, Lysistrata deflects this outcome by reuniting each
man with his own wife instead (1 186-87).^^ No doubt this conclusion best
^^ Wehrli 1936: 21-29 tries gamely to show that the New Comic love interest derives from
Old Comedy, but his argument contains too much special pleading to convince; cf. Katsouris
1975b: 11-15.
^'* Including that of Birds, where the union is most explicitly figured as a marriage (1536,
1633-35, and esp. 1706-end).
^^ Cf. Bremer 1993. I hasten to add that of the scholars whose versions of the punishment
thesis I have reviewed, Henderson in particular has often emphasized Aristophanes'
innovations in regard to gender and politics, and my remarks on Lysistrata are heavily indebted
to him.
^^ In an essay on Lysistrata and the ideology of Athenian marriage, Nicole Loraux writes,
"To make themselves heard, the women must regress to the state of parthenos, before
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meets the needs that set the play in motion, but this very coherence of plot is
one of the unusual things about Lysistrata. Another is the couple dancing
which is the scenic representation of the promised fulfillment (1273-end).
Some of what is new about this play may owe a debt to Euripidean
tragedy. That the tragic poet's heroines contributed something to the
characterization of Lysistrata is commonly taken for granted, as is the
possibility that the unusually tight plot construction, including the use of
suspense, finds its clearest precedent in tragedy. Of direct relevance to our
theme is the ending not in a festive-ritual fantasy of sex, but in the
restoration of ordinary Athenian marriages. To be sure, the plot requires
that these be thought of as sexually and emotionally satisfying, but the
choice of such a plot in the first place remains significant. Most significant
of all is that Lysistrata represents eros not just as sexual impulse, but as a
lasting bond and motive of worthwhile action. Beneath all the ribaldry, the
mainspring of the play is true love, and it is serious.
So Aristophanes did not simply defend ancient prerogatives, react and
"punish." He competed with tragedy on territory that was new to both
genres. The new direction of Lysistrata and the rejection of romantic
tragedy in Thesmophoriazusae complement each other.^'' On this view of
the poets' rivalry, Aristophanes cannot be called the victor in any but the
simplest sense. It has been observed that the very dependence of the plot of
Thesmophoriazusae on Euripidean tragedy introduces a first qualification.^^
Aristophanes has left us a pleasing image of another kind of dependence in
Frogs: While reading Andromeda, Dionysus experienced a longing
bordering on madness. As Euripidean tragedy lingered in Aristophanes'
and Dionysus' minds, so it finally carried the day with the public.
Andromeda could be performed in 412 as a tragedy at the Festival of
Dionysus, but it was also something else, a narrative breakthrough of wide
and durable appeal.
In emphasizing its appeal, however, we risk making it seem
complacent, which I doubt Euripidean tragedy ever was.^^ The idea of a
love match did not cease to cause uneasiness in Athens after Andromeda,
and New Comic love affairs are for all practical purposes seen only from the
male side: Female desire remains a subject about which the polis prefers to
marriage, in which nothing—no masculine intermediary—can intervene between the young girl
and the city" (Loraux 1993: 165). This bold thesis suggests further analogies with Andromeda,
whose parthenos finds her voice by giving herself to her future husband without the customary
paternal intermediary, and eventually has her action ratified by the Parthenos herself.
^' Direct influence of Andromeda on Lysistrata, though in my opinion likely, is not the only
thing that matters in this relationship. Note that l'^'^ Ar. Lys. 963 quotes an anapaestic dimeter
which it says is from Eur. Andromeda (fr. 116) and lies behind Lys. 962-64.
'^ Zeitlin 1996b: 388, with interesting elaboration of the borrowed term "poetics of
contradiction." As far as I can tell, the "reciprocal trespass" cited eariier (note 49) is confined
to the relation between Euripidean tragedy and Thesm. Zeitlin suggests another qualification
by writing that "the parody [of Andromeda] might well have been an unspoken thematic
success with the women" (395-96).
5' Cf. Michelini 1987 passim, and 75-80 on eros.
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remain silent. Of all the disappointments attending the loss of Euripides'
Andromeda, perhaps the greatest is that we do not know what feelings his
title character had and how she expressed them. In Thesmophoriazusae,
Aristophanes pays as much attention to this subject as he does to Helen's
ei5(o>.ov, which is to say none at all. Nor does he take any notice of
Andromeda's defiance of her father, which by itself is more provocative
than the standard fare of New Comedy. Both feelings and defiance,
however, find expression in Lysistrata, a tale of erotic attachment
culminating in happy marriage. Aristophanes and Euripides, unlike the
New Comic poets, were engaged in a restless exploration of generic
boundaries. The record of their rivalry is not as complete as we would like,
but it contains direct and indirect testimony to the power of Euripides'
innovative Andromeda.
University of Colorado

Try to Make it Real Compared to What?
Euripides' Electra and the Play of Genres
BARBARA GOFF
Plato's Symposium stages the end of a certain version of Athenian identity.
Representatives of some of the city's master discourses, such as drama,
rhetoric and medicine, meet as it were for the last time, before the future
divides between the twin lost hopes that are the corrupt politics of
Alcibiades and Socrates' doomed philosophy. No coincidence that the party
is for the victorious Agathon, since Athens gloried in her tragedies and
tragedy, conversely, glorified Athens; and for us, no coincidence perhaps
that Agathon can represent the end of "real" tragedy and its diversion, at the
close of the war and of the century, into something less satisfactory. But
Plato also sets the dialogue at this party because philosophy's enduring
quarrel is not with politics but with poetry, especially tragedy. Tragedy at
Athens exhibits the ability to rework all the other discourses significant to
the city; and this is also the task that the Symposium has set itself, albeit in
the service of a goal connected with private rather than public ends.
Euripides' Electra is a play that can prove the point; it chews up and spits
out not only epic, rhetoric and philosophy—tragedy's routine game—but
also comedy and, in a gesture unparalleled in extant work, tragedy itself.
My brief for the conference and for this paper was to discuss the way
that a particular drama, here the Electra, deploys the signs and structures
characteristic of genres other than tragedy itself. In some ways this was a
thankless task, since almost every other paper on the Banff panel adverted
to the Electra'^ use of Homeric or comedic elements. The Electra insists
most vocally on its status as tragedy, notably through its parody of the
Choephori, but freely admits into its withered embrace many different
genres. In other ways, this "case-study" proved a very congenial
assignment, since it allowed me not only to research the criticism of the last
thirty years but also, by focussing on a single play, to trace in miniature the
changes and conflicts that have emerged in recent study of Euripidean
drama. ^ And I found myself drawn to concentrate on a term, "realism,"
' I do not claim exhaustive treatment on either count, of course, and in what follows I shall
assume a certain amount of familiarity on the part of readers both with the play and with some
trends in the secondary literature.
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which at first sight, however we understand it, has little to do with generic
criticism. I hope to show here that throughout the vicissitudes which the
term "realism" has suffered in the writing on the Electra, it has sustained an
intimate connection with questions of genre.
A highly influential strand of criticism considers the Electra to be a
drama of realism and of psychological insight. "Realism" is a vexed term
and one that can be made to play several roles, so let us concentrate on it for
a moment in its connection with psychology. While several critics could be
cited on this topic, a recent book by Desmond Conacher is representative;
he writes (1998: 21): "It is generally agreed that Electra's motivation for
vengeance ... is presented in more realistic and psychological terms than
was traditionally the case. . . The very human motivations of Electra—not
only of hatred and vengeance but also of bitter resentment . . . and jealousy
. . . receive the dramatist's greatest emphasis." Realism is linked to
psychology here in that the characters are made to be psychologically
accurate and therefore more "believable" than, say, the silent hooded figures
attributed to Aeschylus by Aristophanes' Frogs. "Psychological insight" in
this context comes to mean a kind of realism of characterization; the people
represented on the Euripidean stage are ordinary, down to earth, just like
you and me. If the characters are portrayed as extremes, these will be the
depressing extremes of anti-heroic obsessiveness and near-mania; the
"realism" that avoids Aeschylean or Sophoclean styles of characterization
still prevails. In the case of Electra the two critical constructs of
"Euripidean interest in psychology" and "Euripidean insight into the female
psyche" meet happily to produce descriptions like that of H. D. F. Kitto
(1961: 334): "implacable, self-centred, fantastic in hatred, callous to the
verge of insanity," More restrained but evidently akin is Friedrich Solmsen
(1967: 40): "Electra's astonishingly violent reaction may be considered in
keeping with the character of a woman who has become bitter, irritable,
self-centred." Such strictures are quoted now with disapproval, but are
often reproduced in kind if not degree. Leaving aside the possible
misogyny in these extracts, we may note a first crack that appears in the
notion of "realism" here. It is "realistic" to abandon the characterisations of
Aeschylus and Sophocles; yet to put "ordinary people" on stage is not quite
sufficient, because once there they tend to become, like Electra,
interestingly monstrous. Consider Kitto here (1961: 331-34): "[Euripides]
is drawing a certain extreme type of character. . . [Electra is] an entirely
private and personal assemblage of faults with no universal significance."
In other words, she is not like us at all. We shall see this kind of
equivocation again later.
There are several other kinds of "realism" important to the Electra.
One is constituted by what Kitto (again) calls "the general atmosphere of
domesticity" (1961: 335), which is produced especially by a focus on
material objects and a substratum of "things" that punctuate the play.
Characters repeatedly draw attention to the rustic and impoverished setting.
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to their rags and their water-jugs, to food; these objects assist in the
depiction of "ordinariness,"^ but are extraordinary in themselves and
without close parallel in extant tragedy. Nor will they be long permitted to
sustain the straightforward signification of "realism."
Two other versions of "realism" have commanded critical attention.
One is that realism on the part of the audience, which is posited in
expressions such as Solmsen's "realistic standards of Euripidean drama"
(1967: 16), Winnington-Ingram's claim (1969: 130) that the later fifth-
century audience demanded clarity (to saphes) and plausibility {to pithanon)
and Cropp's "insistence on what is convincing at the level of everyday
experience" (1988: xxix). This particular kind of realism has been located
in the audience most trenchantly in the 1981 article by George Gellie. His
article is often quoted nowadays for the important phrase, "How do you
read the signs?" but it is also interested in the scepticism of the mass
audience for later tragedy and in this audience's supposed insistence on
clarity, logic and reason. Gellie (1981: 2) invokes the "average hard-headed
member of the audience" as measure and indeed as judge of Euripides'
achievement. "He knows what life is about. He has come to the theatre to
see what is probable or necessary in his terms." This audience member is
supplemented and in fact preempted by "a friend of Euripides, an alert and
cautious little man who asks awkward questions" and who repeatedly jumps
up to interrogate Euripides on the development of plot and the motivation of
characters, urging the playwright to stay as close as possible to the rational
explanations of everyday life. A bold little man indeed, who^e "realism"
here engenders a fascinating fiction of its own. The second, and very
different, form of "realism" is that of the new approaches to the Electra
associated with the work of e.g. Michael Lloyd and Martin Cropp. In these
studies what had appeared as bizarre and/or distasteful in, for instance, the
character of Electra, is explained, even if not explained away, by the
historical Greek context. Thus, her lamentations when she first appears
(54-64) are construed not as "mere self-indulgence"; rather "she must
exhibit her sufferings publicly to elicit redress" (Cropp 1988: 103).
Similarly, her monody when she returns from the spring (112-66) is not
self-dramatizing; "it was conventional for complaints over the absence or
death of loved ones to dwell on those affected by the loss" (Cropp 1988:
108), and her recital of woes to the "stranger" (300-38) is part of a demand
for action from Orestes (Cropp 1988: 119; Lloyd 1986a: 8). This
historicizing approach can be seen as part of a wider movement, epitomized
perhaps by the work of David Kovacs and Justina Gregory, which stresses
the normalizing and stabilizing tendencies in Euripides and thus seeks to
^ See Cropp 1988: xli on "the ordinary world."
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redress a perceived imbalance which types Euripides as radical and
subversive.^
We have so far identified four types of "realism," four attempts to
ground and secure the play in relation to that which is not the play
—
whether it be the material world, human nature, the audience, or the
historical context. The number of critics so far cited, and their varying
dates, make it clear that "realism" is not, at least in the case of the Electra, a
term of analysis that has had its day and has been superseded by more
modish vocabulary. But in the critical discourse on Electra "realism" is
most often not deployed alone, but instead put in a dynamic relation with
what is termed "myth." "Myth" itself is not a self-evident term, of course,
but it usually signifies in this construction the glamorous glorification,
undertaken by e.g. the choral odes, of traditional heroes like Achilles and
the Atreids. In an expanded sense, it can connote the whole complex of
narrative and imagery surrounding the Atreid house, which while not
uniformly glorious, nonetheless acquires a certain glamor from the previous
treatments in epic as well as in drama. Between these entities of "myth"
and "realism" there ensues a struggle, which realism wins. Jammed up
against the spectacular stories of the earlier heroes come the drab figures of
Electra, Orestes, the Pedagogue and the Autourgos, with their clanking
accompaniment of pots and pans, and in the collision the myths are
criticized and found wanting. From the point of view of this clash Apollo
turns out to be not sophos at all (1246) and is indeed the demon Orestes
fears (979); the matricide loses its Aeschylean heroism as does Orestes
himself; and the killings of Clytemestra and Aegisthus are grotesque rather
than just. The chorus itself at 737^6 dismiss the myth that the sun reversed
its course in horror at the Atreid crimes:
These things are said, but
meagre is the credit they hold with me
—
that the golden sun did turn
and change its torrid station
to the detriment of men
for a mortal cause's sake.'*
They go on to say that such myths do serve a didactic purpose, but the
damage has been done. Tragedy may be myth seen from the point of view
of the citizen, as the formulation of Jean-Pierre Vernant and Pierre Vidal-
Naquet claims, but the myth and the citizen are here pronounced
antagonists.
^ Gregory acknowledges the prima facie problems with this approach: "so wholesome an
aim [sc. "the instruction of the Athenians"] may surprise in a poet generally reckoned a literary
and social subversive. . . It can of course be objected that what emerges is a somewhat
flattened picture of Euripides" (1991: 8-9). Although citing Kovacs as a predecessor, she also
differentiates herself somewhat from him (1991: 8 n. 32).
'* Translations are from the edition of Cropp (1988) unless noted otherwise.
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The collision gives a philosophical charge to "realism," which is thus
promoted from the simple reflection of a historical reality to a moral critique
of other possible perceptions. Geoffrey Arnott writes that the Euripidean
confrontation with the myth tradition "deglamorizes," and suggests a
"dichotomy between the heroic, royal past of myth and the unglamorized,
democratic present of reality" (1981b: 181). This overall take on the play
provides one powerful interpretation of the Choephori parody, and is
routinely invoked in current criticism as the correct account of the Electro.
For Gellie, Euripides is making much of "the difference, indeed the
incompatibility, between the world of real life and the world of myth"
(1981: 8); John Porter writes of the "patina of legend" stripped away by a
"disconcerting realism," citing this as "an essential element in the work's
dynamic and an important clue to its ultimate meaning" (1990: 255) and
Celia Luschnig restates the issue with her formulation, "the clash of
tradition and truth" (1995: 129). "Myth" and "tradition" in such
constructions frequently come to connote "Homeric epic," and Katherine
Callen King has a detailed analysis of the Achilles ode which purports to
show Euripidean drama grappling with the Iliad. She concludes (1980:
212) that Euripides, like Penelope with the bard, does not enjoy the
Homeric song, but cannot stop it; unlike Penelope, he can, however, alter it
to his own purposes.
This useful and productive antithesis between a deceitful "myth" and a
brutally honest "realism" has not, however, been permitted to stand
unchallenged. One problem with the "realism" of the Electra is that it looks
suspiciously like another poetic genre itself, namely comedy. While Bemd
Seidensticker in Palintonos Harmonia (1982) declines to comment fully on
the Electra, concentrating instead on plays that he denominates
"tragicomedy," such as Ion, Bernard Knox in his article "Euripidean
Comedy" had already blown the lid off the play and revealed it to be
informed by the situation, characters and style of the satyr-play (1979: 255).
Rusticity, rags, pots and food now appear under a very different rubric:
"All this smacks of comedy, where people eat and drink with gusto, prepare
enormous meals and drink gigantic quantities of wine, where menial tasks
... are the order of the day" (1979: 254). Both scholars note also that this
comic tradition owes much to the Odyssey, with its stress on the domestic
and familial (in counterpoint to the alarmingly exotic) and certainly the
figure of the Autourgos, for instance, owns up to his Odyssean precedents,
as we shall see. Continuing the search for a way to type the whole play
generically, other critics have often compared it to the New Comedy of
Menander, although they also note that the Autourgos is in a very
Aristophanic marriage.^ From this comedic perspective, what used to look
^ See e.g. Seidensticker 1982: 246; Michelini 1987: 194. Gellie 1981: 10 compares the play
to Chekhov—although such a comparison obviously begs the question of whether either
dramatist, Greek or Russian, is a tragedian or a comic!
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like hard-hitting realism is found to be determined simply by another set of
literary, generic expectations. The comic dimension of the Electra is given
particular prominence in Ann Michelini's Euripides and the Tragic
Tradition (1987), which concerns itself with the relation between the
Electra's generic disparities and the wider issues that it canvasses.
Michelini's study claims that the play "challenges the basic split between
the 'laughable' and the 'serious'" (1987: 182), and that it is "a tragic play
that includes and assimilates the comic universe" (230). That the play's
realism, now subsumed within its comedy, may thus seem to lose its
philosophical and moral charge, is a problem to which we shall return.
Michelini's correlation of different genres with the representation of
different classes will also be of further concern.
A very different approach to the comedy of the Electra is taken by
Kovacs (1989), who argues—in the wake of critics like Mau (1877),
Fraenkel (1950: III 821-26) and Bain (1977b)—for the excision of the
Choephori parody on the novel grounds that it was written not by Euripides
but by a writer of New Comedy. Nobody doubts that the parody is funny,
of course—as are parts of the Choephori—but scholars increasingly
conclude that its more serious resonances do in fact qualify it for a part in
the play.^ The frequency with which it has been put forward as a candidate
for excision is most likely because it gestures away from the play, in the
direction of other genres, as well as of other tragedy. In this it is
comparable to Orestes' speech on euandria, which gestures away from the
play towards contemporary rhetoric, and which has similarly been targeted
for excision. The excising textual critics do thus pinpoint the moments at
which the play, flying apart generically in multiple directions, demands our
especially careful attention—although their idiosyncratic solutions then
proceed to empty the text of much of its challenge.
The "realism" of the play, its insistence on the material, is thus found to
be perilously close to comedy. Pursuing the possibilities opened by this
kinship, we see moreover that an insistence on the material threatens to shift
to an insistence on theatricality instead. To stress the rustic setting,
Electra' s hair, rags and water-jug is to call attention to scenery, mask,
costume and props; and indeed Electra indicates the prop status of the jug
when she exhorts herself to remove it from her head in order that she may
sing her matutinal laments (140^2).'' But if the real, by its unavoidable
^ In excising the passage, Kovacs seems to violate his own critical principles as stated at
1980: 2: "If the critic pays careful attention to everything in the play—with particular attention
to what is difficult, puzzling, alien or repellent to modem taste, he may be able to get beyond
his own time-bound responses. . . The critic should therefore cherish these difficulties [ = what
is puzzling or unappealing to modem taste] as his chiefest treasure. They are his main defense
against subjectivity and temporal parochialism . . ."
^ Opinion is divided as to whether Electra directs this and other imperatives to herself or to a
silent attendant. See Denniston 1939: ad loc. and Cropp 1988: ad loc. for discussion. The
decision exercises our understanding of psychology, staging and ancient Greek, and thus is
triply intractable. I should note that both editors cited come down in favor of an attendant.
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kinship with the theatrical, ceases to offer a critique of the mythical, it then
threatens to deprive the play both of productive antithesis and moral charge.
The play loses sight of its external determinants and concentrates only on its
own ontological status as a fiction, even or perhaps especially in its
invocations of "realism." Several critics have identified this shift as crucial
to interpretation. For Winnington-Ingram (1969: 133) and Gellie (1981: 9)
Euripides is exploring the problem, indeed the impossibility, of writing a
contemporary (420s) tragedy on a topic hallowed by the Aeschylean
treatment. For Michelini (1987: 182), "the more the question of reality
moves to the fore ... the more the dramatic mimesis of reality becomes
problematic." The stress on the theatrical status of the play can thus be seen
as a necessary product both of the formal experimentation characteristic of
later Euripides, and of the painful self-awareness enforced on a piece
treating of the hoary Atreid myths, nearly fifty years after the Oresteia.
Simon Goldhill has pursued this particular line of inquiry most closely,
and he concludes that the "realism" of the Electro devolves, under scrutiny,
into a series of "reality effects" which look inward to the play's own
processes rather than outwards to the world. "The drama does not construct
a neat and bounded opposition between a 'world of myth' and a 'world of
reality' but sets in play a variety of 'reality effects,' different 'illusions of
reality.' . . . 'Realism,' a self-conscious literary mode that cannot be simply
reduced to a transparent reflection of the world, is part of a multiplicity of
literary voices in the text" (Goldhill 1986a: 252). The apparent realism of
the play, its stresses on the material and the domestic, emerge from its
staged clashes between genres. When "reality" meets "myth," then comedy
meets epic, and neither genre can claim unproblematically to deliver the
real. That the Electra stages and indeed is constituted by this clash of
genres entails, as Michelini proposes (e.g. 1987: 227), a generic instability
that leads to a pervasive ontological instability.
This "radical discontinuity," to use Michelini' s term, extends even to
the material objects which we have cited before as unproblematically tying
the play to the everyday and the domestic. We might say indeed that things
in the Electra, far from being real, have to work and struggle for a reality
that continues in question. Is Electra' s hair shorn, or is it feminine with
combings, as is indirectly claimed in the Choephori parody (241, 529)?
Does she possess any finery in her house or not (184-92, 870-72)? Is
Aegisthus the drunken brute who dances on Agamemnon's tomb (326-31)
or the suave host of the Messenger speech?^ These and other striking
discrepancies in the drama are often laid at Electra' s feet as psychological
problems (e.g. Amott 1981b), but they can also be seen to point to concerns
much wider than that of representing neurosis.
^ See W. G. Amott 1981b on the double vision of characters as well as things. E.g. 1981b:
182: "Euripides . . . present[s] side by side two divergent views of most of the play's
characters."
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What happens to what we have been calling "myth," if what we have
been calling "the real" thus recedes into the distance? Perhaps it takes on
more reality. Several critics subscribe to this formulation, or versions of it:
Luschnig (1995: 155) writes, "the mythical world has consumed the real
world as it always does in tragedy," and even at the outset of the period
under discussion, Kubo wrote, "When Euripides sought a deeper truth, it
presented itself not as something his and only his, but as another still older
myth with many names" (1966: 30). This shift or exchange in position can
be seen in that touchstone scene, the Choephori parody, where so many of
the play's concerns are woven together—into an ill-fitting garment, of
course. As has long been recognized, Electra in this aborted recognition
scene opposes "realism" to the Pedagogue's version of myth, epic and
tragedy. Her materialist, realistic logic undoes all the Pedagogue's tokens:
Hair does not necessarily show a family resemblance, and anyway male hair
is tougher than female (527-31); stony ground doesn't preserve footprints,
and anyway male feet are bigger than female (534-37);^ and any clothing
that she had woven as a child would certainly not fit her brother now (541-
44). But none of this matters, because Orestes really has come, and the hair,
as well as the putative print and the imaginary baby clothes, really are signs
of his presence. Material reality is vanquished by myth. And indeed this
uncomfortable scene marks the point at which the epic and tragic tradition,
the myth, starts to reassert itself in the face of the divagations performed by
the early part of the play. Orestes will be recognized, and the matricide will
take place, despite all the play's efforts to the contrary. The "myth" does
turn out to be more real than the "realism" opposed to it.
This condensed critical history of the play and of its interpretative
possibilities suggests that "the real" and "the mythical" can be seen to
change places, with the effect of blurring any distinction between the two,
and indeed of undermining the notion of the real as a possible category.
The entire drama, as is often noted, is intimately concerned with the
varieties and specifics of recognition, and the audience is certainly enlisted
in this project of discriminating among things that look like other things.
Characters fail to recognize other characters (765-66: Electra and the
Messenger), their own motivations (1109-10: Clytemestra's anger) and the
situations that they are in (the belated horror at the matricide). The
audience is correspondingly called upon to recognize levels of allusion, and
of illusion. Emblematic of this concern is the eidolon of Helen, with its
devastating consequences for any understanding of the Trojan War and its
aftermath. The last few lines of the speech by the Dioscuri (1280-83) make
a mockery of the expedition, hence of Agamemnon's death and the family's
ensuing torments: "She did not go to Phrygia, but Zeus, desiring to make
^ Electra is, of course, on very shaky ground herself with some of these "realistic"
objections. Her notions of the relative quality of male and female hair, and of the relative size
of male and female feet, are governed by a "myth" of a different kind, which was extremely
powerful in organizing the relations between men and women.
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strife and bloodshed amongst men, despatched her image to Ilium."'
°
Emblematic too is the image of the Gorgon, which sums up and responds to
the play's imagery of sight. Michael J. O'Brien (1964) influentially
analyzed the Gorgon as an image of fear, but we can also see it as
comprised within the discourse of recognition; when Orestes covers his eyes
with his cloak as he strikes at his Gorgon mother, he quite simply cannot see
what he is doing (1218-23). The Gorgon is rampant in Argos, as is
frequently noted; the chorus sing of Perseus at 458-63, Aegisthus is
compared to the Gorgon at 856, Clytemestra is the Gorgon in the passage
cited above and so, plausibly, is Orestes at 1 196.'' Few critics have pointed
out that it is also present in Athens, at 1257, where Athena protects Orestes
by holding over his head her yopycoTta ktl)kXov. The Dioscuri say to
Orestes:
But go to Athens and clasp the sacred image of Pallas; as they [the Furies]
seethe with their dreadful serpents, she will protect you from their touch
by stretching her gorgon-visaged buckler over your head.
Is this a new and improved, a kinder and gentler Gorgon? Or a sign that the
Athenian audience may be as blind as they perceive the characters to be?'^
Athens did have a blind spot, and conceivably the play does too. The
discourses of "myth," of epic and comedy and of theatricality, the
difficulties of sight and of recognition, have all conspired together to empty
the "realism" of the Electra of any reality; but I shall suggest that the real
does in fact struggle to reenter the drama. The Autourgos, who, I shall
suggest, constitutes this point of reentry, presents the other characters and
the audience with a series of difficulties related to recognition. His prologue
claims that two things about him are not what they seem: His marriage is
unconsummated and he is descended from good stock, even though he is
obviously and embarrassingly poor. Defending his decision to leave his
wife a virgin, the Autourgos ascribes an inability to judge him correctly to
the corruption of the judge, who in this case is conceivably the spectator as
well. This onlooker "is using base measures of judgement to size up right-
mindedness, and is a fool himself as well" (52-53). Such a stricture may, of
course, be relevant to judgements other than that concerning the Autourgos'
marital practice. In particular, it may relate to any judgement about his
social status, suggesting to those who do not judge him correctly that the
'Palinode" rather than to the Iliad.
"Myth" and "tradition" are here represented not as monoHthic entities but as matters of dispute,
almost of choice. It becomes even less plausible to construe them as in simple opposition to
"reality."
" See further e.g. King 1980.
'^ It may be objected that the connection between this "Athenian" Gorgon and the one at
Argos is tenuous or even nonexistent. To my mind, the stress on the Argive Gorgon should
make us sensitive to other versions of it. I cannot find that Athena's aegis is described as a
Gorgon-shield in the Eumenides or in the other "Oresteia" plays of Euripides such as IT or
Orestes.
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fault is in themselves. Orestes, in the speech on euandria that is occasioned
by his meeting with the Autourgos, goes one further in his account of
judgement. The Autourgos, according to Orestes, throws into confusion all
the possible ways of distinguishing among men, showing the yardsticks of
birth, wealth and martial valour to be pointless. There is nothing accurate in
regard to euandria, or nobility, says Orestes; you may as well give up (367-
68, 373-79). "Nothing is clear-cut when it comes to virtue. There is
confusion in the natures of men. . . Best to dismiss these things and leave
them in disorder." The audience is not here castigated for its corruption but
consoled instead with the thought that the task of discrimination offered it is
in fact impossible.
There is another way in which the audience may be consoled, and that
is with the corruption not of themselves but of Orestes. This is the route
taken by Goldhill 1986b, who suggests that the unsatisfactory rhetoric of
this passage—source of the many attempts to excise it—is a sign of Orestes'
moral inadequacy, and that when he says, "Before now I've seen a man of
no account sprung from a noble father" (369-70), he is his own best
example. He unwittingly offers himself to the audience for accurate ethical
judgement, ironically enough in a speech about the difficulty of such
judging. While this argument constitutes a sophisticated response to the
acknowledged infelicities of Orestes' speech, it lets the audience off the
hook to a far greater extent than does the corresponding speech of the
Autourgos. There, the audience is unable to judge because its own
standards are compromised; here it is able to judge but only because the
object, Orestes, is so compromised. Nowhere can the audience be sure of
correctly judging the good man, in this case the Autourgos.
The Autourgos' prologue and Orestes' speech are connected by more
than subject matter; both, as mentioned earlier, gesture away from the play
towards other genres. They do not target comedy and epic so much as they
do the prose genres of philosophy and rhetoric. The kinds of issues that
prologue and speech deal with have a home, of course, not only in tragedy
but also in the work of the sophists, who mount repeated investigations into
the disparities between onoma and chrema, nomos and physis, logos and
ergon. Such disjunctions are meat and drink to tragedy, so that the Electra
and the sophistic debates go right to the heart of each other. Yet here the
penetration of tragedy by sophism, or alternatively the appropriation of
sophism by tragedy, has been experienced as much less successful than in
other plays. Both prologue and speech have been found by critics to be
almost comic in their self-conscious moralizing. Orestes' speech displays
all the frigidity of sub-Gorgianic antithesis and pun (369-72, 374-75),
complete with empty rhetorical questions and bombastic apostrophe (383-
85). A "poseur," says Blaiklock (1952: 168); "clumsiness and
incoherence," Reeve accuses (1973: 152); "hollow rhetoric," agrees
Goldhill (1986b: 162). The issue that Orestes is dealing with might have
appeared in high tragic guise as it does e.g. in the Philoctetes, and yet he is
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not permitted by his play to treat it effectively. To excise the passage has
been the reaction of many irritated critics, but Goldhill 1986b, following
e.g. Denniston 1939 and Basta Donzelli 1980, shows that this cannot be a
satisfactory answer, both on internal grounds and because of the passage's
connections with other parts of the play. We are left to confront the
passage's unyielding awkwardness.
Similar objections have been expressed in relation to the Autourgos'
prologue and subsequent speeches. Michelini finds the Autourgos
"ludicrously out of place" (1987: 194) and "fatally comic" (195), finally
claiming that "there are moments when the new moral hero looks silly
rather than serious" (230). Cropp characterizes his speeches thus (1988:
102): "The Peasant's first statement about himself betrays a tendency to
moralise in a self-conscious and slightly naive and rambling fashion. This
recurs in all his speeches." In generic terms we might say that his prologue
moves from the high tragedy of the opening address (1-18), through the
comedy of the possible illegitimate child and the ill-assorted marriage (19-
42), to the prose terms of the close, with its emphasis on measurement in
kanones and anametroumenos (52). These prose terms mark the prologue's
affinity with discourses that have more claim to philosophical status, but
again, the final address to the flawed spectator (50) can be seen to deflect
what might have been philosophy into unsatisfactory rhetoric.
To all such strictures the Autourgos, of course, has an answer; the
audience's unfavourable judgement demonstrates its own corruption. And
if the audience did have a blind spot, to return to my earlier formulation, the
Autourgos would expose it. The "real," that unproblematic notion with
which we began, has disappeared in a welter of generic identifications and
has finally been exposed as just another version of the mythical. But the
Autourgos brings back the real by putting into play the issue of class, and
thereby confronts the audience with a problem in the realm of the material
that classical Athens consistently failed to solve. The immense gap between
political equality, which the democracy proclaimed, and economic equality,
which it shunned, had the potential, in lived experience, to disrupt the
processes of Athenian democracy. The political equality available to free
adult males made economic inequality, like gender inequality, more visible
and potentially more troubling; witness the class antagonism that powers the
analyses by the Old Oligarch (pseudo-Xenophon's Constitution of the
Athenians) or so eloquently described at Thucydides 3. 82, after the account
of stasis at Corcyra.'^
The entry of the Autourgos onto the tragic stage is thus doubly
disruptive. On the one hand he comes in from the streets, as it were, from
the developed democracy that had to contend with the varying aspirations of
its different classes. On the other hand, he has strayed in from the wrong
genres; it is around the Autourgos and his domestic environment that the
'^ Rose 1993: 185-94 sites the development of the tragic form in class antagonism.
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signs of comedy, oratory and philosophy cluster, with their disastrous effect
on the drama's tragic aspirations. He upsets simultaneously the play's
traditional generic identifications and the traditional Greek concepts of
worth,''* and in this he makes the Electra's struggles with the contradictions
of birth, wealth and status qualitatively different from the tedious laments of
Theognis and his ilk, which do not admit of any voice other than their own.
His very presence in his own person, acting on the stage, embodies both that
generic shift and those unmanageable contradictions. That the Autourgos
appears in tragedy at all, and not only in comedy or prose, is perhaps a
symptom of the pressure that this problem could exert on the city's
imagination.
Yet the contradiction does get managed, in the end, and we might even
say that the play exists in order to manage it. The Electro's struggles differ
from archaic complaints about the breakdown of class differences not only
in terms of genre but also because they take place in a society that already
subscribes to a radicalization of the differences. Athens proclaims political
equality. Since Athens continues, however, to inspect itself by means of
stories concerning traditional aristocratic heroes, we may conclude, among
other things, that the radicalization is not complete. The Autourgos is part
of this equivocation. His noble birth, which is concealed by his present
poverty but which he hastens to reveal, produces an ambiguity that aligns
him with figures like the Homeric swineherd. Eumaeus' essential nobility is
shown not only morally, in his care for his absent and disguised master, but
also politically, in his story of the king's son kidnapped by pirates {Od. 17.
403-84). '5 Here in tragedy, the play registers discomfort and immediately
engages in fancy footwork to "solve" the problem that the Autourgos
presents. Even in the prologue, having drawn attention to the significant
'"* Michelini writes (1987: 230), "the aesthetic problem presented by the Autourgos—how to
insert such a figure into a 'serious' setting—is one with the social and moral problems of the
new ethic." She is inclined to give what to my mind is too much weight to the "new ethic" (see
especially 195) as if the Autourgos offered a whole political program rather than constituting a
political symptom. Similarly Basta Donzelli identifies the Autourgos with a particular
historical class (1978: 159 and with qualifications 260) and thus reads into the figure a "real" of
a different kind from that which I am exploring. She also finds the Autourgos to be represented
without humour or awkwardness and indeed reads the portrait of a "perfect citizen" (242). She
does this partly by identifying him with the similar figure in Orestes (917-22), a figure whom
many readers find distinctly troubling.
The Pedagogue also participates in the play's discourse about recognition: He orchestrates
the failed one of the Choephori parody and is responsible for the successful one by scar (see
Goff 1991). Like the Autourgos, he complicates the question of appearance and worth because
his enduring loyalty to all the members of Agamemnon's household belies what he says about
slaves (633). Conversely, he knows only too well that the kind of coin represented by Orestes
{arguros, 558-59) can be counterfeit {kibdelos, 550). Once he has gotten over his initial gloom
(e.g. 605) he is far more enterprising than Orestes in the planning of Aegisthus's death, but this
exchange perhaps functions less as characterisation of the Pedagogue and more as
demonstration that Orestes can provide a blank slate on to which others project their own
desires.
'^ No really low character can make it into epic, unless they want to end up like Melanthius
(OJ. 22. 135-203, 473-80). Similarly in the Greek comic tradition, the attractive prostitutes
tend helpfully, but implausibly, to be freebom women and eligible wives. See Henry 1988.
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gap between his economic status and his moral worth, the play moves
quickly to close it. That the Autourgos's marriage is unconsummated
proves that he is in some essential sense noble—but he can't be truly noble,
because he is poor. But it is his poverty, it turns out, that is the illusion (real
though it is); the facts about the Autourgos are that he is wellborn, of good
Mycenaean fathers, and thus there is no contradiction between his
background and his behavior towards Electra. Any remaining contradiction,
between his noble birth and present straitened circumstances, is made to
disappear in the closing speech of the Dioscuri, where the Autourgos is
rewarded by being given vast sums of money (1286-87). His outward
condition will finally correspond to his inner—but we might wonder, with
Cropp 1988: ad loc, how satisfied the Autourgos will be: "... a final loose
end neatly tied up—though he is not being asked whether he wants this
transportation and ought not to be impressed with the grant of wealth." One
response might be that it depends on what kind of play we believe him to be
part of, and whether we are to laugh or cry.
I have tried here to trace some of the vicissitudes of "realism" in the
Electra, and to examine its relation to the interplay of different genres. I
have shown how different schools of criticism look to a notion of "the real"
in order to explain the Electra, but conversely that "the real" is read by
other critics to be produced by an antithesis with myth, or by comedy or
theatricality itself. I argue that "the real" reenters—or tries to reenter—the
play as the materiality of class, but I recognize that any force we attribute to
"the real" may already have dissipated in the confusion of generic markers.
The problem with genre criticism, as with all criticism that can be broadly
characterized as formalist, is that it may lose sight of material realia such as
class; this "vilest of Euripides' extant dramas" (Schlegel) coordinates a
playfulness about genre with an incipient political seriousness, and the
resulting discomfort continues to fascinate.
St. Mary's College, Strawberry Hill, University ofSurrey

The Survivors' Song:
The Drama of Mourning in Euripides' Alcestis
SHEILA MURNAGHAN
Classical Athenian tragedy is often thought of as a genre of poetry about
death. Its plots center on the deaths—violent, untimely, self-inflicted, or
brought about by unwitting philoi—of certain individuals who dominate the
plays in which they appear: Agamemnon, Ajax, Oedipus, Antigone,
Pentheus, Hippolytus, Heracles. Drawing its audience into the experience
of those characters, tragedy forces that audience to look death in the face, to
learn what it might be like to see death coming or to be overtaken by it
suddenly, to choose and welcome death or to fight it unsuccessfully. But no
more than any other genre can tragedy actually represent the experience of
death. However skillfully the poet may build a link of identification
between spectator and character, that link is severed with the character's life
and the spectator is given a vicarious experience: the opportunity to make
sense of someone else's death. This might be viewed as a limitation of the
genre—although it is a limitation shared with the human imagination itself,
which can never really envision what it is like to die—or, alternatively, as
its proper business, for tragedy is arguably as much about the experience of
surviving others' deaths as it is about dying.
This focus on survival is promoted by tragedy's formal characteristics.
Greek tragedy is notable for the mediated, indirect way in which it presents
death and other forms of violence and suffering. It keeps those experiences
oi pathos offstage and informs us of them through the reports of witnesses,
foregrounding the activities of observing, describing, and responding to the
deaths of others. It is through the responses of survivors that the audience
of tragedy knows death. This form of knowledge is instructively thematized
by a moment in Euripides' Alcestis, the play on which this discussion will
focus. As the chorus enters, they are wondering whether the death of
Alcestis, scheduled for that day, has yet taken place, and they seek an
answer by scrutinizing the outside of the house of Admetus for signs of
mourning. They listen for wails and the sound of hands striking breasts;
they look for lustral water outside the gates; they examine the doorways for
hung-up locks of hair {Ale. 77-111). Death is here presented as a
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phenomenon of the unseen world within the house, to be experienced
indirectly through the rituals performed by survivors.
Death rituals are, as is well known, an integral feature of tragedy. The
poetic genre of lamentation, the threnos, is one of tragedy's probable
sources, and the performance of funerary ritual is an important element in
tragic plots.' Tragic incidents are built on attempts to prohibit burial, as in
Aeschylus' lost Eleusinioi, Sophocles' Antigone and Ajax, and Euripides'
Supplices; tragic characters confront each other over the question of who
may and who may not properly take part in a given funeral.^ A major issue
in tragedy is the proper extent of mourning, and characters often try to limit
displays of grief, whether in exasperation, like Eteocles in Aeschylus' Seven
against Thebes, or in tender concern, like Theseus in Sophocles' Oedipus at
Colonus, or in self-exoneration, like Oedipus at the end of Euripides'
Phoenissae.
Mourning is not only a source for the language and action of tragedy; it
is also a suggestive analogue through which tragedy defines its social
function and its relationship to the traumatic experiences it represents.
^
Like tragedy, mourning involves the imitation of death, but not its actual
enactment. A mourner expresses his or her attachment to the dead person
and compassion for what that person has suffered through gestures of self-
destruction and by renouncing the normal experiences of life. As Aristotle
evidently put it in his lost Symposium, the ritual actions of mourning reflect
homopatheia, "sympathy," with the dead: "For in sympathy with the dead
we disfigure ourselves, by cutting our hair and by taking off wreaths"
—
wreaths being a marker of vitality and plenitude (fr. 101 Rose = Ath. 15.
675a). But the experience of sympathy is not the same as the experience of
death itself, and the mourner's departure from life is essentially theatrical.
Like an actor's imitation of suffering, it has limits in time and space. Those
gestures of self-destruction stop short at the outer surface of the body. A
necessary feature of mourning is the mourner's eventual recovery and return
to normal life, the experience of working through grief, the acceptance of
survival.
Like an actor, a mourner is a duplicitous figure, one who imitates death,
but with a living voice, who testifies to death, but cannot help still being
alive. In that he or she experiences a bond of sympathy with the dead but
does not follow him or her to the bitter end, the mourner is also like the
spectator of a play. This aspect of spectatorship is also recognized by
Aristotle, who in the Poetics locates the spectator's response to tragedy in a
sense that the character who suffers is homoios, "like oneself {Poet.
' On lamentation for dead heroes as a possible source of tragedy, see Seaford 1994: 142 and
passim. On the extensive role of lament within tragedy, see C. P. Segal 1993: 13-20.
2 Roberts 1993.
^ In this respect, mourning has a secular counterpart in the legal trial, which is also both a
source for the language and action of tragedy and a model for the way tragic representation
works. See Mumaghan, forthcoming.
Sheila Mumaghan 109
1453a5-6), and whose defense of tragedy rests on the parallel between the
spectator's limited experience of pathos and the play's limited depiction
ofit.4
When mourning is actually labeled "theatrical," as it often is, the effect
is usually to characterize it as somehow excessive. This sense of mourning
as excessive points to a disproportion between the dead person's complete
and irrevocable loss of life, which cuts off all experience and self-
expression and thus obliterates identity, and the mourner's more limited
loss, which leaves him or her still able to command our notice through
words and actions. Because he or she is still alive to perform them, the
mourner's sufferings inevitably take center stage; in doing so, they displace
the starker loss experienced by the dead in a way that evokes the bad faith
associated with theatricality.^
Tragedy is, then, a song of survivors, a rehearsal of the inescapable
human experience—as universal as death itself—of being alive when others
have died. It concerns itself with the various ways in which human beings
construe that experience, the connections they make between the death of
one and the continued life of another. One connection that inevitably gets
made is a causal one: Those who survive are understood to live because
others have died and thus to live at others' expense. This sense of
indebtedness to the dead can be alarming, inspiring feelings of unease or
"survivor guilt," and that unease may be addressed by aligning the mere
distinction between the living and the dead with other distinctions. Those
who die are marked out by exceptional greatness or exceptional criminality,
often by both at once: thus the tragic concern with the figure of the hero,
whose existence realizes its meaning in a particular form of death. A heroic
death has meaning in the context of cults and rituals that turn it into a
communal event, so that the hero's death is tied into the survival not of
individuals but of whole communities, which may be rid of pollution by the
sacrifice of a scapegoat or fortified in their joint endeavors by the powers
emanating from the burial place of a local cult hero.
The distinction between the figure who dies a tragic death and everyone
else may be described in the parallel terms of politics rather than of religion,
expressed as a matter of class rather than of a special relationship to the
gods. Thus several recent studies of tragedy have noted that in tragedy
those who die are construed as aristocrats, those who live on as members of
a democratic collectivity. Mark Griffith in his study of the Oresteia,
"Brilliant Dynasts," suggests that the relationship of the many ordinary but
unendangered characters of tragedy, including the chorus, to the high-placed
"* See Mumaghan 1995. On the way mourning within tragedy both reflects and shapes the
audience's response, also with reference to Aristotle's Poetics, see C. P. Segal 1993: 25-29.
'^ In an important comparative study of mourning as the "prototype experience" (5) of
tragedy, S. L. Cole 1985 defines the duplicitous position of the mourner in terms of the
psychological condition of ambivalence. On mourning as a central element in both Greek and
Irish tragedy, see Macintosh 1994: 158-82.
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protagonists may have echoed that of most audience members to the
Athenian elite of their own day. Those audience members may have
admired the risky, high-stakes life of the elite and seen it as beneficial to
them, but they were content to observe it from a position of safer obscurity.^
Richard Seaford, in Ritual and Reciprocity, stresses even more strongly the
audience's positive stake in differentiating itself from the dying hero. In his
interpretation, the democratic polls, which created tragedy and with which
tragedy is aligned, stands only to gain from the death of the aristocratic
hero. The polis is constituted in the act of lamenting the hero, so that shared
mourning is the very basis of community; yet the hero's death is not really a
loss to the community that laments him, for such deaths make democracy
possible, removing powerful individuals with anti-social private interests
from the city.
But it is not only in the case of extraordinary, distinguished individuals
that death is given meaning through a link to the survival of the community.
In the related genre of the public funeral oration, the deaths of many,
anonymous soldiers are justified through their preservation of the polis.
Even the most private losses can be placed in the consoling context of the
continuity of some larger group or institution, if not the city then the
household or the family, through which death becomes linked to a natural
process of regeneration. For survivors to understand themselves as part of a
community is consoling both because it gives them the fellowship of fellow-
mourners, which makes death easier to bear, and because it makes the
experience of survival seem less self-interested. By being one of a group of
many survivors, one participates in and testifies to the something larger that
another's death somehow serves. Tragedy could offer its audience an
experience of this consolation, binding them together for the duration of the
performance as the fellow witnesses of someone else's death, guided in part
by the collective responses of on-stage survivors, particularly the chorus.
In his dramatizations of the survivor's condition, Euripides, as might be
expected, tends to place such soothing formulations under question. He
repeatedly contrives situations that bring out the most troubling aspects of
survival, situations in which the interest of survivors in the deaths of others
is played up and in which it is hard to accept individuals' deaths as a
necessary aspect of communal life. He depicts circumstances, at once
poignant and bizarre, in which characters are the grieving survivors of
deaths they have themselves brought about. This is the experience of
Medea—and arguably of Jason—in the Medea, of Theseus in the
Hippolytus, of Agave in the Bacchae, and of Heracles in the Heracles. And
he has a well-known interest in plots of voluntary self-sacrifice, in which
^ Griffith 1995: 73-75, 119-23. Griffith captures well both the duplicitous theatricality of
mourning and its connection to the ongoing life of the community when he writes (122), "The
great man or woman of tragedy, 'one of those in great reputation and prosperity,' makes
mistakes, comes (or almost comes) to spectacular and paradigmatic ruin, is loudly and
ostentatiously lamented—but is survived by a relieved (even strengthened?) community."
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those who will survive negotiate in advance with those whom they will
outlive and from whose deaths they will benefit.'' In many of those plays,
such as the Heracleidae, the Phoenissae, and the Iphigenia at Aulis, this
sacrifice is undertaken on behalf of a political community of some sort and
particular stress is placed on the questionable merit of those who represent
that community.
This discussion will focus on a play that concerns a more private case
of self-sacrifice, the Alcestis, in which Euripides addresses the meaning of
survival in the more personal context of the oikos. The oikos is the site
where public and private interests meet and where, through the institutions
of marriage and xenia, personal relations become the basis of larger
communal structures, and thus the site in which individuals might be
expected to experience most immediately the value of collective continuity.^
Despite the doubt cast on its generic identity by its pro-satyric position in its
original tetralogy, the Alcestis displays a particularly strong engagement
with the fundamentally tragic and un-satyric problem of how best to
represent death in drama. In this play, Euripides seems fascinated by the
challenge of depicting death, experimenting with two, contrasting strategies:
the personified, allegorical figure who appears at the beginning of the play,
talks to Apollo, and then enters the house; and the remarkable scene in
which Alcestis, in dialogue with Admetus, voices her awareness that she is
losing her hold on life (244-392). The myth he dramatizes may have a
happy ending, but in that respect it resembles the Euripidean tragedies
whose plots are cogently epitomized in the title of Anne Burnett's study.
Catastrophe Survived, and it is a myth that especially foregrounds the
nature of survival.
The myth of Admetus, a man who is given the chance to live if he can
find another to die in his place, provides Euripides with an ideal medium for
exploring survival as a self-interested experience. Here the link that may
haunt the imagination of the guilt-prone is real: Admetus does outlive
Alcestis only as a result of her death. The condition that people normally
have to grapple with once it has happened to them becomes something that
did not just happen but was purposefully sought and arranged in advance.
As survival is actually negotiated before the fact, the consoling rationales
that are usually invoked after the fact, the reasons offered why death is
acceptable, appear as possible motivations to be considered by those who
are candidates for voluntary death. This repositioning of reasons for
accepting a past death as reasons for seeking a future death has discordant
results that have contributed to the difficulty that modem readers at least
have had in making sense of the play. Euripides takes considerations that
make death understandable from a distance and asks what it would be like if
'' Wilkins 1990.
^ On the salvation of the house of Admetus as "the subject of the play," see Burnett
1983: 268.
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people tried to take them into account in the immediate event. The result is
a kind of comedy of ideas,^ in which ideas are entertained under conditions
in which they were never meant to be; they become elements in a dramatic
human situation rather than retrospective commentary on it and are, in this
way, subjected to a strange and rigorous scrutiny.'^
One of the most prevalent ways in which the positive social value of
survivors is understood is through their potential fertility, their ability not
just to enjoy the light of the sun but to replenish the community.'' A
famous classical expression of this view comes towards the end of Pericles'
funeral oration, where Thucydides has Pericles exhort the surviving parents
of the fallen to have more children (Thuc. 2. 44, transl. by Steven
Lattimore):
But those still of age to have children must take strength from hopes of
other sons. On the personal level, those who come later will be a means of
forgetting those who are no more, and the city will benefit doubly, both in
not being left short and in security; for it is not possible for men to counsel
anything fair or just if they are not at risk by staking their sons equally.
Begetting children both gives survivors a useful purpose and reconnects
them to the community, bringing them a renewed similarity to its other
members and a renewed stake in its welfare.
In the Alcestis, as survival becomes a matter of calculation, this positive
effect of survival recurs in the weird and distasteful form of a possible
qualification. Both Alcestis and Admetus criticize Pheres, Admetus' father
and first choice for dying in his place, for choosing to survive even though
he fails to meet this qualification. In her first speech to Admetus, Alcestis
points out that she is dying even though she is the wrong age for it and
Admetus' parents, being old, are at the right age and have no hope of
producing other children (290-94). Later, Admetus sarcastically suggests to
Pheres that perhaps he should beget some more children to look after him in
his old age since he is unwilling to preserve Admetus (662-64).
Thus presented, this is hardly an appealing concept, and indeed it does
not appeal at all to Pheres. In general he, along with the other main
' On Euripidean drama as a theater of "ideas rather than character," and especially of
difficult and contradictory ideas, see Arrowsmith 1968. Goldfarb 1992 develops Arrowsmith's
approach in relation to the Alcestis, focusing on the conflict between philia and xenia.
'° This is by no means an effect found exclusively in the Alcestis, but is quite characteristic
of Euripides. Another example is the point in the Andromache at which Andromache claims to
have nursed Hector's bastards "to avoid giving him annoyance" (224-25). As Ann Michelini
comments (1987: 92-93), "Andromache's expression of . . . virtue takes a form that is extreme
and even bizarre. . . The audience would agree that women should not do anything to annoy
their husbands, but Andromache puts this old saw into action in a way that is likely to surprise
them." On this passage, see also Justina Gregory's discussion in her paper in this volume, pp.
67-69.
'
' For a cross-cultural account of the widespread connections between death rituals and the
affirmation of fertility, and especially the regeneration of the social order, see Bloch and Parry
1982: 1-44. On actions designed to promote fertility in ancient Greek funerary ritual, see
Alexiou 1974: 9.
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characters, instinctively repudiates the kinds of considerations that are
supposed to make death palatable. Like characters in other Euripidean
plays who resist the inherited mythological plots in which they are expected
to take part (for example, Ion in the Ion or Phaedra in the Hippolytus), the
main characters of the Alcestis resist the social plot of death in the interest
of others. Pheres explicitly rejects the idea that there is some law or logic
by which fathers should actively promote the succession of the generations
by making way for their sons. There is no such nomas, he says (683-84),
and it is not Greek, o{)6' 'E^^rjviKov.
Admetus, having arranged to outlive Alcestis, refuses to acknowledge
any benefit to doing so. He claims to be as good as dead and worse off than
Alcestis, and he declines to pursue the continued flourishing of his
household which would, in theory, give her death some purpose. Far from
seeing it as a benefit, he reconceives her choice to die as a betrayal, begging
her several times not to abandon him (202, 250, 275; cf. Theseus at Hipp.
1456) and rails at his daimon for depriving him of her (384). In voicing
these sentiments, Admetus is replicating widespread conventions of
lamentation, '2 but his peculiar circumstances bring out the element of
absurdity latent in those conventions. That her "betrayal" has come at his
request highlights the way mourners typically carry their disproportionate
concern with their own suffering even to the point of presenting themselves
as, not only less fortunate than the person mourned, but actually his or her
victim.'^
Alcestis herself negates the supposed value of her death through the
condition she attaches to it. She demands a kind of freeze on the household
through Admetus' promise never to marry again and thus never to have
more children, making him in effect the kind of dangerously disconnected
survivor that Pericles in the Funeral Oration seeks to avoid. The idea that to
remarry is a way of turning survival into a constructive experience may be
validated by the eventual outcome of the plot, in which Admetus disobeys
this promise, but it also receives a jarring expression in the taunt of Pheres
that Admetus has discovered the key to immortality because he can simply
keep on persuading wives to die for him (699-701); this point is
recapitulated even more bitterly in the exhortation, |j.vTiax£\)e noXkaq, wq
Gdvcoai Tc^eioveq, "court many women, so that even more can die" (720).
None of these characters can really accept the idea that one person should
die for the benefit of another who will justify the sacrifice by serving a
larger social purpose, and it is no wonder that Pheres hotly proposes to
Admetus: "Don't you die for me and I won't die for you" (690).
All of these responses contribute to the strange and off-putting, even
unnatural, impression these characters have perennially made on readers of
'2 Alexiou 1974: 124, 163-64, 176, 182-84; Garland 1985: 30-31, 142^3.
'•^ Alexiou notes that "the lament of the tragic hero or heroine for his own fate or death
accounts for a high proportion of the laments in Greek tragedy" (1974: 113, 227 n. 29).
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the play. Pheres seems selfish and short-sighted for a loving father; Alcestis
cold and demanding for someone making a voluntary sacrifice; Admetus
weak and self-pitying for someone whose life is supposedly worth saving.
Yet these responses are quite understandable—one might even say quite
natural—under the circumstances. It is the circumstances that are bizarre,
contrived, and magical, but also an effective medium for bringing to light
and examining the ideas that people have and need to have about the
meaning of death for those who are still living. Euripides' evident interest
in using drama to investigate and question human modes of sense-making
suggests that the play should not be read primarily as a character study—an
approach that certainly yields disappointing results. The distortions of
character found in all the main figures are better understood as illustrating
the gap between understandable human reactions and the interpretations cast
on experience after the fact in order to make it bearable.*'*
While the position of the survivor is critiqued, even satirized, through
these discordant effects, the Alcestis also acknowledges that it is an
inescapable role and one which it is itself meant to represent and support.
For all of Euripides' experimentation in this play with ways of representing
death itself, it is the task of surviving rather than the experience of dying
that emerges as the real focus of attention and chief source of pity and
concern, even before Alcestis' death actually happens. The characters
themselves, even if they resist the ways in which survival is justified, all
seem to understand this. Alcestis herself, when she explains to Admetus
why she has chosen to die, offers a quick, dispassionate statement that she
made her choice ae Ttpeapevovaa, "putting you first" (282), and then goes
on to add that she did not wish to survive him: o\)k Ti0e>,riaa ^fiv
ocTioaTiaaGeiaa god, "I did not wish to live deprived of you" (287). To her,
being a survivor is so wretched that she would rather die (a view echoed by
Admetus' later claim at 935-40 that she is better off than he). After her
death, Pheres acknowledges to Admetus that Alcestis has done him a
service by sparing him the same wretched experience of outliving Admetus
she has shunned for herself: "She did not allow me to waste away in
grievous old age deprived of you" (621-22).
Before she dies, Alcestis joins the collective effort to get Admetus to
look beyond his grief, '^ assuring him that time will soften it and
proclaiming her soon-to-be-dead self a nothing, a non-consideration: ovdiv
ea0' 6 KaxGavcov, "one who dies is nothing" (381). Given a voice even as
she is essentially dead, she uses it to reinforce this exonerating vision,
announcing that dx; o-UKex ' ovaav o\)6ev av Xiyoiq e|ie, "you might speak
•'* For further arguments against reading the play as a character study, see Dale 1954: xxii-
xxiii; Goldfarb 1992; Gregory 1979, esp. 260, where she states that the real subject of the play
is the nature of death.
'^ On the play as an account of Admetus' experience of working through grief, with an
emphasis on the gender reversal involved in his mourning, see C. P. Segal 1992.
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of me as not being anything anymore" (387), and departing life with the
words, ov)5ev ei|i' exi, "I am no longer anything" (390).
Alcestis' insistence on her own status as a nonentity paves the way for
Admetus' disregard of her. This occurs first in the form of his denial to
Heracles that an important death has taken place in his house, which is
feigned and insincere but nonetheless telling and proleptic. Alcestis' loss of
importance is anticipated through her replacement in Admetus' deceptive
account by a relative nonentity in social terms, an unrelated orphan. But it
is expressed in a dismissive phrase which, by its reliance on tautology,
reveals how little there is to be said of the dead in general and thus how
little claim they have on us: xeGvaoiv ol Gavovxeq, "the dead are dead"
(541).'^ Later Admetus goes even further to turn the nothingness of the
dead into a benefit, arguing that Alcestis is better off than he because o\)5ev
akyoc,, "no pain," seizes her (937).''' At the play's end, the silence—or,
more accurately, the prohibition on being heard—imposed on Alcestis as
she returns (1143^7) reflects the nonexistence of the dead wife that has
allowed Admetus to embrace the ostensibly new one.'^
Moving Admetus through and beyond grief is also the project of the
chorus, which focuses on his plight even before it is realized. As early as
the first stasimon, they are calling on Apollo to find firixavdv xiv ' 'A8|XTiT(p
KaKcov, "a way out of his troubles for Admetus" (221), and they come to the
sententious conclusion that marriage brings more pain than pleasure by
citing "our king, who by losing the best of wives will lead a non-life" (241-
43). They promise they will help him bear his sorrow ipiXoq-ipiXcd, "as
friend to friend" (369), extending the same kind of sympathy to a grieving
survivor that a tragic audience might. As soon as Alcestis does die, the
chorus gets to work exhorting Admetus to bear up, reminding him that he is
not the first or last to lose a wife (894-97). Here they are aligned with the
trajectory of the plot, which also works to move Admetus beyond his
attachment to the dead. An offstage funeral ceremony is recapitulated in the
odder, but essentially parallel onstage action, in which Admetus' reviving
ties to the larger community are activated by the arrival of his friend
Heracles. This in turn leads to Admetus' agreement to construct a new tie
by taking on a new wife, only to be rewarded for this by the restoration of
the one he lost.
allowing for its possibly 'formulaic' nature," which captures well the way in which Euripides
manages to bring out the disturbing truths that lurk in comfortable formulas.
'^ Charles Segal connects the negative unrepresentability of death as revealed in this play to
the marble statue of Alcestis that Admetus plans to make (1991: 224).
'* As Betts 1965 shows, Alcestis is in the position of the deuteropotmos, a person falsely
reported dead for whom a funeral has been performed. Until that person underwent a mock
rebirth, "his existence was ignored as much as possible because, technically, he did not exist"
(182). For further comments on Alcestis' position between life and death, see Buxton
1987: 19-23.
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An important step in this process of moving beyond grief is Admetus'
concealment from Heracles of Alcestis' death. This concealment involves
representing Alcestis' death in a displaced form, through the invented death
of another, unrelated woman. Admetus' deceit here is not only a key
element in his return to normal life; it is also a sign of nobility. Although
Admetus feels he must apologize to Heracles for hiding Alcestis'
misfortune (1038), Heracles has praised him for it (856-57): "Although
oppressed by grave misfortune, he hid it, being noble (eKp-uTtxe 6' mv
yevvaioq), out of respect for me (aiSeaGelq e|ie)." Hiding death in
deference to the ongoing ties of the larger social world, here represented
though the aristocratic relation of xenia, becomes a crucial element in the
tragic plot—as it is a constituent feature of tragic representation in general.
Heracles learns of Admetus' noble duplicity from a loyal servant, who
is offended by Heracles' inopportune merry-making. Before Heracles
enters, the servant voices his sense of outrage in terms that provide an
implicit comment on the nature of tragic representation. He complains that
there are now in the house of Admetus 6iaaa . . . |ie^ri K^-ueiv, "two songs
to hear" (760), one the lament of the servants who mourn their dead
mistress, the other the drunken song that Heracles is, as the servant puts it,
a|io\)a' -u^ttKTCOv, "tunelessly braying" (760). The overall context of the
play suggests that tragedy is not and cannot be only the song of death that
the servant approves of. It is a double song, replicating the inevitable
duplicity of the survivors who are its audience and its most numerous
characters, mixing the representation of death with the possibly discordant,
but nonetheless powerful song of the living. ^^
University ofPennsylvania
'^ The link between these two songs is reinforced by the fact that, in tragedy, it is lament
that is typically designated tuneless or unmusical. See C. P. Segal 1993: 16-17.
8Euripides, Homer and Sophocles
JOHN DAVIDSON
It has become a commonplace of criticism to see tragedy as a screen where
images of a mythical, heroic, Homeric past are morphed into a new series of
images relevant to the fifth century.* This view is not, of course, universal.
Thus Charles Willink,^ for example, suggested that it is at least as likely to
be true that Euripides exploited his contemporary world in order to enhance
the aesthetic appeal of his essentially mythical dramas, as it is that he
refashioned myth to say things about his contemporary world. And along
similar lines, David Kovacs^ has argued, in connection with Euripides'
strategy in Andromache, that instead of tragedy being modernised,
modernity is tragedified. Nevertheless, the predominant view at the
moment does appear to be that one important process which Euripides puts
tragedy through is the retelling, reworking, or recasting of Homer in the
light of fifth-century attitudes and concerns.'*
In investigating the general relationship between Euripides and
Homeric epic here (with some comparative Sophoclean material included as
well), our method will be to top-slice the Euripidean cake, so to speak, in
order to sample the Homeric ingredient across a range of plays, rather than
by cutting the more usual thin wedge by which scholars sample the
Homeric, epic cyclic, lyric, satyric, comic, Aeschylean, and other
ingredients that contribute to the intertextual mix and at times even genre
interplay of any given individual Euripidean drama. Our aim will be to
assess Euripides' response to Homer, in particular the extent to which this
response manifests itself in pointed adaptation.
We will consider several of the Euripidean plays connected in some
way with the Trojan War and its aftermath. Our focus will be not so much
on details of the linguistic affinity between Euripides and Homer, and the
interesting tensions which this can produce, as for example at Andromache
112, where Andromache laments that she left her husband Hector ev
Kovtaiq. The language itself, specifically the plural form Koviaiq, is
' For a recent, emphatic reminder of the general importance for tragedy of the Homeric
texts, see Griffin 1998: 56.
2 Willink 1986: xxv-xxvi.
3 Kovacs 1980: 82.
" E.g. Goldhill 1986a: 167.
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arguably Homeric, recalling the Iliadic formula ev Kov{riiai Jieocov (e.g. //.
11. 425), but of course Hector is not left in the dust in Iliad 24. There are
many examples of this kind of linguistic/contextual tension. But it is on
broader issues that we will concentrate.
Some of the plays in question are more geared to the Iliad, others to the
Odyssey. As Martin Cropp notes,^ Electra, along with Helen, Ion, IT and
Orestes, in general owes much to the Odyssey "in complexity and variety,
humour and incongruity, sentimentality and domesticity—as if Euripides
were leavening tragedy's Iliadic severity with the Odyssey's humane range
and moral subtlety." At the same time, of course, the shadow of the Iliad
can also fall on "Odyssean" plays, and vice versa.
First of all, let us look at plays concerned with the return of Orestes.
That story is important in the Odyssey, being evoked a number of times in
varying contexts. Orestes is a model for Telemachus. The fate of
Agamemnon is a warning to Odysseus. The fate of Aegisthus foreshadows
the demise of the suitors. The unfaithful Clytaemnestra is contrasted with
the loyal Penelope. And so on. In the Odyssey, of course, Orestes comes up
with a good clean kill, whereas in tragedy the story is problematised and
turned into, among other things, a scrutiny of matricide.
We begin with Orestes itself, that "most Euripidean of all Euripidean
plays," as Froma Zeitlin^ calls it in an article which explores the interactive
presence of a wide range of texts, including the Oresteia, Sophocles'
Philoctetes and Euripides' own Medea, quite apart from the Odyssey. At
Orestes 30, Electra describes her brother's Apollo-instigated matricide as
bringing him npbc, ovx o-Kavxaq evKA.eiav, words which appear to relate to
Athene/Mentes' statement in Odyssey 1. 298-99 that, in killing Aegisthus,
Orestes kXeoc, liXka^E . . . Tidviaq en' dvOpcoTto-uq. In his note on the
Euripidean line, Werner BiehP states, "Die 'Litotes' (npbq ovx anavxac,
evK^leiav) ist Polemik gegen Homer," an interesting perspective. Perhaps,
though, what we have rather is not so much "Polemik" as a sharp reminder
that the matricidal dimension, absent in Homer, will in Euripides once again
be prominent. Thus Orestes himself (Or. 588-90) is made to make a direct,
unfavourable contrast between his own fortune and family history and that
of Telemachus, Euripides again drawing on the Odyssean paradigm, only to
signal a new direction for it.^
The Odyssey, then, is one point of reference for this genre-challenging
play. But as Christian Wolff^ underlined, the Iliad also enters the fray,
especially in the Phrygian's aria, which evokes the battleground of Ajax and
Hector and images Orestes and Pylades as twin lions first (kiovxeq
5 Cropp 1988: xxix.
^Zeitlin 1980:51.
^ Biehl 1965: ad loc.
8 Eisner 1979: 158.
' Wolff 1983: 348^9.
John Davidson 119
"EXXavec, 6i5o 6i6i5|ia), 1401), and later mountain boars (wq KOCTipoi 6'
opeaxepoi, 1460), only to emphasise that their actions do not match these
epic descriptions.^^ In any case, as Zeitlin^^ demonstrates in detail, an
Iliadic battle slides over into an Odyssean one (early on the Phrygian dubs
Pylades KaKoixriXK; dvrip, / oioc; '06\)aoe\)(;, aiyai So^-ioq, 1403-04), as
servants are locked up and cunning and strategic planning lead to chaos
inside the ancestral house. The figure who had served as a model for
Telemachus now "needs Ithaca to revive his old emblematic self in a new
guise."12 Orestes holds on to the false hope that by killing Helen he will
win kXeoc, again and be held up as a model as he was in the Odyssey.
The figure of Helen is very important in all this. She has been seen as
reflecting the primarily positive Helens of both the Iliad and the Odyssey.
At Orestes 100, for example, she accepts Electra's reproach. She admits to
bad behaviour, while having already (79) claimed compulsion by a
9eo)iavei Kox^iaa (she also blames Phoebus for the matricide, which is why
she says that she can talk to her niece and nephew without pollution, 75-
76), just as in the Iliad she blames herself as well as the gods (6. 344 ff.).
And the information given by the Phrygian that she is crafting (pdpea
Ttopcp-upea (1436) for her dead sister associates her with Penelope, the
handworker par excellence, '^ so that the scenario by which Odysseus
attacks those who have been harassing a faithful wife is reinvented in terms
of Orestes attacking the unfaithful wife herself, who is ironically associated
with the faithful wife.
Moving from this play to the Electra, we have our only chance to make
a direct comparison between the Homeric strategies of Euripides and
Sophocles. Much recent criticism of the Sophoclean Electra has focused on
its relationship with the Oresteia, with the result that the Homeric aspect has
perhaps been excessively downplayed. It is not so much the echoes of the
Odyssey's Agamemnon/Orestes narrative that are relevant here, palpable
though these may be (as, for example, when Orestes asks in the prologue
why the ruse of his reported death should worry him, if by this means he
can find salvation and win KA-eoq, 59-60), i'* as the evocation of the central
Odyssean return and revenge pattern. ^^ This starts in the prologue with
'^ There is a related disparity in Euripides' "packaging" of Menelaus. As is emphasised by
Schein 1975: 55, Menelaus' language at his first entrance is epic-heroic, eiTtev ...
Kai:ao'ta9e{(; (365) echoing the Homeric formula eiTie Jtapaoxdi;. The variant reading
TtapaaxaBeiq would echo this even more directly. See Willink 1986: ad loc.
" Zeitlin 1980: 61.
'2 Zeitlin 1980: 62.
'^ Perhaps relevant too is the fact that in their cave on Ithaca the nymphs weave <pdpe' . .
.
dX,i7t6p(pupa {Od. 13. 108).
''* Electra too tries to sell the idea of murder to Chrysothemis with the promise of euKXeia
(973) and kHoc, (985).
'^ The chariot-race of Iliad 23 (which, along with the catalogue of ships, also seems to
inform the parodos of M) contributes the most obvious Iliadic colouring to the Sophoclean
Electra. On this whole question, see J. F. Davidson 1988.
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Orestes' greeting to his ancestral land in terms which recall Odysseus'
salute to Ithaca after the Phaeacians have off-loaded him there iaXX\ m
jiatpcbia yfi 0eoi x' eyxcopioi, El. 67; N\)|i9ai vTiid6e(;, Ko\)pai Aioq, Od.
13. 356).^^ And one can point to further details, such as the old
paedagogus' warning to the siblings not to get carried away by their reunion
because danger is near at hand (El. 1326 ff.), an approach which rolls into
one the similar approaches of old Laertes in Odyssey 24 and Odysseus' own
warning to Eumaeus and Philoetius outside the palace at Odyssey 21.
228ff.i7
What all the Odyssean flavour achieves in the Sophoclean Electra is
debatable. It would certainly be unprofitable to resurrect Jebb's view'^ that
it signals a reversion to the tidy Homeric presentation of the story by which
the moral uncertainties of the Oresteia have been bypassed. By the same
token, however, we perhaps need to be careful before we accept Aeschylean
solutions to this play hook, line and sinker. The very fact that such palpable
echoes of the Odyssey are evident in the text surely means that any overall
interpretation of the play must at least strike a judicious balance between the
privileging of such echoes and the privileging of the equally identifiable
echoes of the Oresteia, which are tied up most notably with the act of
matricide and the operation of the Erinyes.
To turn now to Euripides. If Sophocles slips in the Odyssey subtly,
Euripides announces it with a fanfare.'^ The peasant hut scenario for the
avenger to return to evokes Eumaeus' hut. The Autourgos' hospitality to
the stranger reflects that of Eumaeus to Odysseus (though Orestes is here
arguably more of a Telemachus figure than an Odysseus figure). Joachim
DingeP° showed the close correspondence between Electra' s circumstances
and those of Laertes in Odyssey 24, the setting moreover for a delayed
recognition. The means of recognition, the scar, rubs knees with the
Eurycleia recognition in the Odyssey.
The point at issue again, though, is what message the Homeric intertext
conveys. In a less sophisticated critical age, it might well have been argued
that Euripides is simply using the Odyssey as a model, diverging from it in
detail, of course, but still basically using it as a peg to hang up a blood-
stained suit. A more promising line might be to argue that the Odyssean
precedent, complete with subterfuge and trickery, in some way serves to
validate the process going on. Orestes is an Odysseus figure. His methods,
'^ For a discussion of this and further OdysseylElectra prologue similarities, which include
the pointing out of landscape features, the consideration of the best course of action to be
adopted, the guardian-type roles of Athene and the paedagogus respectively, and the deceitful
or open revenge options, see J. F. Davidson 1988: 56-58.
'
' Cf. also Odysseus' warning to the satyr chorus to keep quiet, when he re-emerges from
the cave at Cycl. 625. Pylades' similar appeal to Orestes at 77902-08 goes to all intents and
purposes unheeded.
'*Jebbl894:xli.
'^ For a discussion of the Odyssean pattern of both Electra and Heracles, see Cropp 1986.
20Dingel 1969.
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demeanour and approach to the task in hand must therefore win at least a
degree of approval. Pushed too far, however, this approach would tend to
gloss over the additional matricidal dimension. So the late twentieth
century has often seen the Odyssean echoes as highlighting the new shabby
"realistic" or "contemporary" morality of the siblings and the essential lack
of heroism in what is going on. Theodore Tarkow,^* for example, found
support for this thesis in the fact that Odysseus' scar resulted from a wound
incurred in the course of a boar hunt, while Orestes got his by tripping as a
child when he was chasing a pet fawn. Barbara Goff,^^ developing the
notion of the hunt in the light of work done by Pierre Vidal-Naquet,^^
argued that the relation between the two scars is not only that between
heroism and lack of it a la Tarkow, but also that between man's estate and
childhood. The Odysseus paradigm, suggested Goff, locks Orestes by
contrast into childhood and unsuitability for the task in hand.^"* This is
persuasive, though we perhaps need to note in passing that Orestes had no
chance to receive a coming-of-age type of wound, to come in useful later,
since he was only a child when he left home.
The differences between the two scar recognitions have, in fact, been
seen from a variety of points of view. James Halporn,^^ for example,
stressed that the old man is the one to point out Orestes' scar to Electra,
whereas Eurycleia finds Odysseus' for herself as her own secret. He
concluded that Euripides was dampening the dramatic excitement of the
moment of recognition, emphasising the difference between the siblings,
undercutting the expectation that Electra and Orestes would unite because
of strong family ties.^^ Celia Luschnig^^ noted that, unlike the scar of
Odysseus, Orestes' scar has nothing to do with his naming or coming of age
or performing a first feat of heroism. Moreover, he lets himself be
recognized in public, albeit in a foreign setting away from the palace where
he really is a stranger. This is a complex issue, and one which is in any case
dangerously taken in isolation from the interrelating issue of the rejected
Aeschylean tokens. As Goff^^ puts it, "the episode of the scar demonstrates
that the whole drama is 'scarred,' both made and marred by its inescapable
relations to anterior texts."
^' Tarkow 1981.
22 Goff 1991.
" Vidal-Naquet 1981 and 1986a.
2'* Whether or not this interpretation is correct, it remains a possibility in any case that
Euripides' inspiration for the Orestes childhood story derives from the childhood memory
about the fruit trees recounted to Laertes by Odysseus in Odyssey 24, after the story of the boar
hunt has been retold, on this second occasion by Odysseus himself.
25 Halpom 1983.
2^ Against this, however, it can be argued that given the very different circumstances
Euripides is in fact using the old man (in one sense the equivalent of Eurycleia) to generate a
different kind of dramatic excitement.
27 Luschnig 1995: 140 n. 128.
28 Goff 1991: 261.
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In sum, it is not easy to pass a final judgement on what the Odyssean
intertext of the Euripidean Electra indicates, not only in the recognition
scene itself but also, in a more general way, throughout the play as a whole.
Ann Michelini argued that by relocating the Orestes story in a setting that
recalls the Odyssey, Euripides was highlighting the domestic nature of the
story and the contrast between sombre subject matter and setting. "The
comic setting forces into prominence a generic problem of the Orestes saga,
its awkward position between the heroic epics of masculine achievement
and the social, moral, and family-centered world of the Odysseia.''^^
The Iliad can be brought into play too. For example, the extreme
expressions of mourning adopted by Electra, often criticised, have in turn
been justified with reference to paradigmatic acts of lamentation on the part
of Hecabe and Priam.^^ On the other hand, it has often been argued that the
first stasimon, for example, specifically contrasts a lost heroic world, even if
an idealised one, with what is at best the very "ordinary" and at worst the
simply brutal world of the play's dramatic action. ^^
Does the Homeric ingredient, then, serve to point the finger at the ironic
perversity of what the siblings are up to in a post-heroic world, or does it
not? And is Sophocles doing essentially the same thing, or is he making his
Homeric material work differently for him?
A similar question needs to be asked about the Philoctetes. Sophocles
creates a distinctively Odyssean landscape, as Euripides does in Electra. In
Sophocles' case it is a landscape of rocks and seashores and a cave with a
resident ogre. This is Odysseus territory, and here we find him, and trying
to get hold of a special bow no less, but acting in a dubious manner in a
situation where the Hohlenmensch is strong on humanity and ultimately
emerges as a more suitable mentor for the youth whom Odysseus is seeking
to turn into a man, as a kind of substitute Telemachus figure. The Homeric
resonances are again extremely complicated here, given that Philoctetes is
roughing it, in a way that anticipates some of Odysseus' own experiences in
the Odyssey, but at the same time has strong Achilles associations as well,
which are channelled through Neoptolemus.^^
Much more could be said too about the Euripidean Electra, for example
the initial encounter between the siblings, sometimes said to parody the
^' Michelini 1987: 186. For a most useful discussion of the Euripidean Electro's points of
contact with a wider range of other literary genres, see also Barbara Goff s paper in the present
volume.
3° Lloyd 1986a: 6.
^' See e.g. Morwood 1981.
^^ See further in J. F. Davidson 1995. Worth noting too is Philoctetes' possible impulse for
the Euripidean Cyclops and the tentacles with which that play is gripped by the Odyssey itself,
also the interesting line taken by Fuqua 1976, who argues that Philoctetes of 409 presents, in
Neoptolemus, a figure whose prototype is the Telemachus of the Odyssey. The paradigm for
the Odyssean Telemachus is, of course, Orestes. So what Euripides is doing in Orestes of 408
is questioning the paradigm for Sophocles' prototype.
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situation in the ChoephoriP The virgin wife, outside to fetch water, and in
the company of her female support group, is surprised by the sudden break
from cover of a male stranger (admittedly one who is neither y\)\\.v6q nor
without an entourage). Are we perhaps supposed to recall Odysseus'
materialisation before Nausicaa, the panic of Nausicaa's attendant women
being transferred to Electra herself? And if we are, so what? Which makes
a nice bridge to the Helen, where the same questions might be asked (and
indeed more appropriately, given that the Choephori model is so obvious in
the case of the Electra) of the shipwrecked Menelaus' sudden assault on the
consciousness of the startled Helen, a "real" wife this time and a faithful
one at that who, as it happens, is heroically resisting the attentions of a
randy suitor. Do we have Nausicaa^'* and Penelope in a sort of parasitical
relationship with a non-Homeric yet in some ways Homeric Helen? For
that matter, would this sort of question have crossed the mind of Sophocles
or of any other member of the audience in the Theatre of Dionysus?
Helen as a whole, of course, has been interpreted as basically just a
comic parody of the Odyssey. We do not have to subscribe to this view in
full, but Odyssey/Helen connections are obvious. Protean transformations
and all. Charles Segal,^^ for example, emphasised the Scheria-like status of
Egypt as a mysterious point of transition between worlds, and asserted that
the contrast between Egypt and Troy is also the contrast between the
Odyssey and the Iliad. The NeiX,o-u . . . Ka>,^i7idp9evoi poai which Helen
invokes in the first line of the play mingle their waters with the
ZKa|iav5pioi(; poaiaiv of lines 52-53, where vj/vxai 7io\X,ai 6i' e|i'
eGavov, the v|/\)xai noXXai presumably being meant to evoke the noXkac,
i(p0ino\)(; \\fX)Xo.c, of the Iliad proem. ^^ A. M. Dale^'' even regarded
Menelaus, especially through the escape, as now being given full heroic
status, and his ultimate transition to bliss (foretold by Castor in line 1676) as
being made to sound better earned than is the case in Odyssey 4. 561 ff.
If Helen is marked by a strong Odyssean impulse, it is the Iliad which
is the key Homeric text for Andromache. Critical opinion seems in general
to accept that Neoptolemus in this play is Iliadised, as it were, through the
description of his death at the hands of the Delphians. But subtle
differences of interpretative emphasis create different pictures of what
follows from this. Thus for Anne Pippin Burnett, "The Neoptolemus of the
messenger's narrative has the full stature of a hero of tragedy. He is a
warrior, a veteran of Troy, all that Menelaus only seemed to be, a point
" See e.g. Hammond 1984.
''' The female chorus of Helen introduce themselves in the parodos as having been laying
out washing to dry beside the water when they heard Helen's sorrowing voice.
^5 C. P. Segal 1971b: 572-73 = 1986: 229-31.
•'^ The expression y-ux"? • • TtoXXac, also serves as an instant reminder of the Iliad at
Andr. 611.
3^ Dale 1967: xii.
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Euripides insists upon with the echo between lines 458 and 1123,"^^ line
458 being where Andromache calls Menelaus a yopYot; 67iA,ixriq who is
going to kill her, line 1 123 being where Neoptolemus is also described as a
yopyoq bTtXixr]q as he takes his stand against the treacherous Delphians.
Judith Mossman's Neoptolemus, however, is nuanced differently: "He is
also the conqueror of Troy, who can be seen as an outmoded heroic figure
blundering about in the more sophisticated, more wicked world of Menelaus
and Orestes."^^
In either case, Neoptolemus is seen in Iliadic terms, at least in part
evocative of his father Achilles through the images of missiles flying like a
snowstorm and Delphians fleeing like doves before a hawk. And Richard
Gamer"^^ seems right to see, in the detail by which the Delphians all wound
the corpse, an allusion to the treatment dealt out in Iliad 22 to the corpse of
Hector. This detail seems to be part of a nexus of Iliadic pointers which
impact on the figure of Andromache herself. She begins by invoking her
home city of Thebe, which she left intact to marry Hector. As P. T.
Stevens'*^ emphasises, recollection of her reference to this city's destruction
at Iliad 6. 411-30 increases the pathos of the play's opening. The future
disaster foreshadowed in Iliad 6 for her and her new city of Troy is by now
long since a confirmed fact of the past. Still a good "wife" (in two senses)
and still a good mother, she finds, once again, that she and her child are
threatened. Once again her man is going to be killed, and the situational
connection is reinforced by details such as her own use of the expression
SovXeiov riiiap (99), as she lists the factors which justify her right to
mourn, directly echoing Hector's foreboding about her in Iliad 6,"*^ and her
unusual elegiac lament, which seems most appropriate in the light of her
laments for Hector in Iliad 22 and 24.
The language of this elegiac lament, well analysed long ago by Denys
Page,'*^ is in fact an interesting mixture of the Homeric and post-Homeric.
One of the certain Homeric expressions, Ttepl xeipe ^akovoa (115), used
by Andromache to describe how she clutches the statue, perhaps echoes the
Tiepl xeipe Pa^ovxe of Odysseus trying to embrace his mother's shade (Od.
11.211). In commenting on this. Garner^ sees the effect of the allusion as
making Andromache seem even closer to death. Could it not be argued, on
the other hand, that if anything this might be a faint hint of hope for
Andromache, given that Odysseus did actually survive his underworld
3» Burnett 1971: 151.
39 Mossman 1996: 144.
'*o Gamer 1990: 134.
'" Stevens 1971: on /4Au/r.l.
*^ The same expression is applied by the ghost of Polydorus to his mother at Hec. 56, while
Hecabe speaks of SoiiXeiov a|iepav at Tr. 1330.
^^ Page 1936.
'•^Garner 1990: 133.
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Going back to Neoptolemus, the contrast drawn by Euripides between
an Iliadic-type figure (albeit one only created in this mode through a
messenger narrative) and the marginally grubby Menelaus and Orestes
invites comparison with Sophocles' strategy in Ajax. One major difference
is that the figure of Ajax is presented directly and is firmly established
before the arena is cleared for the entry of the Atreidae. Bernard Knox'*^
saw the wide range of Homeric reminiscence in this play as highlighting the
basic contrast between the heroic past that dies with Ajax and the ordinary
present that lives on. Others have wanted to modify this view substantially,
noting, for example, that aspects of the views of the Atreidae are highly
traditional and anything but "modern," and with regard to Ajax himself
emphasising what they have seen as over-the-top Iliadism in the Ajax
figure, out-Achilleanising Achilles as it were,'^^ or finding subtler nuances
that whisper from the shade of Hector, most notably in the scene with
Tecmessa."*^ However exactly we see Homer operating in this play, we can
certainly see Sophocles' brilliant xe^vri at work as he transforms the figure
originally described by Odysseus in the prologue in one-dimensional
Homeric terms as Al'avxi xcoi aaKeacpopwi.'*^
The Trojan setting of this play brings us finally to Hecabe and Troades.
It is clear that these two plays represent the realisation of what is clearly
foreshadowed throughout the Iliad, the destruction and burning of Troy and
the enslavement of the female captives. Of course, post-Iliadic texts had
dealt with these things too, but there seems to be a strong case for assuming
that the Iliad has a special significance for Euripides, as the overarching
text, the grandparenting text, so to speak, for the concerns with which he is
dealing in Hecabe and Troades^^ In particular, the doom of Troy is
heralded in a range of Iliadic passages, such as the image used in 22. 410-
1 1, to highlight the shrieking and lamenting response of Hecabe, Priam and
the entire Trojan community to that moment when the slain Hector is tied to
Achilles' chariot and dragged through the dust: xcoi 6e [laXiax' ap' eiiv
evaX{YKiov, loc, ei ocTtaaa / "I^ioq 6(ppv6eaaa nvpi a|xi)XoiTO Kax' aKpr\q.
As Adrian Poole nicely put it, with reference to Troades, this image
"marches straight into Euripides' play."^°
In connection with Hecabe, a play whose Homeric connections have
been particularly well discussed,^ ^ perhaps we should just underline the way
"5 Knox 1979: 144.
^ See e.g. Winnington-Ingram 1980: 18-19.
"^
Easterling 1984.
^^ Cf. //. 7. 219 (pepa)v oolkoc, T\me jfupyov.
*' This same working assumption is made, in important recent books, by both Mossman
1995 and Croally 1994.
50 A. Poole 1976: 278.
5' Mossman 1995: 19-47 does full justice to key, inspirational passages from the Iliad as
well as the simile illustrating Odysseus' response to Demodocus' third song in Od. 8. 523-30,
passages that are among those which inform Troades as well. Hecabe has also been well
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in which Euripides transforms the opening scenes of Iliad 1 . Agamemnon
and Achilles there are in dispute over Briseis in the context of a full army
gathering. In Hecabe, the chorus report how the fate of Polyxena has been
debated before the army (this is reported, of course), with the demands of
Achilles' ghost for his geras, for possession of the young woman in a new,
deadly sense, being set off against the reluctance of Agamemnon. As has
often been pointed out too, a Homeric army where only the leaders count
has been redefined as a democratic body where persuasive argumentation
can influence a final decision. And Odysseus' Homeric eloquence now has
a strong overlay of sophistry.
On Troades, finally, let us focus on two particular aspects. The first is
the agon, where we confront a major problem. It is difficult enough that
what might be called Helen's at least partly Homeric view of her situation is
itself couched in sophistic terms, so that we are unable just to talk of myth,
versus "modem" rationalisation as represented by Hecabe. Moreover, what
exactly has Odyssey 4 got to do with the debate? For George Gellie^^ this
was the most depressing part of the whole process—the fact that despite
what he saw as the extreme shallowness and worthlessness of Helen's
arguments she was going to get off scot free and live happily ever after with
the equally shallow Menelaus. Not many read the situation in the black and
white terms Gellie did. But the vast majority of critical opinion takes the
view that Euripides drops enough hints to make it clear that Menelaus will
not in fact kill Helen and that the couple will therefore presumably revert to
the lifestyle memorably depicted by Homer. ^^ There are, of course, those
who wish to leave the question more open, the Odyssey outcome being
tacitly offered as one possible outcome, as it were.^'*
Connected with this is the question of what should be made of Helen's
claims that she tried to escape from Troy by abseiling down the walls, a
point glossed over by Hecabe in her reply. Should the truth of this claim be
seen as being substantiated by the Odyssean Helen's claim that she wanted
to go home, that she repented of the ate doled out by Aphrodite, and that she
approved of the disguised and invasive Odysseus' successful slaughter of
Trojans within the walls? Other complicating factors are brought into play
too. Croally,^^ for example, points out that Hecabe sneers at what she sees
as Helen's lust to leave a home of modest means for the luxury of Troy,
whereas Helen and Menelaus are not exactly on the bread line, as depicted
in Odyssey 4.
served recently by Zeitlin 1991 (rather more speculative) and C. P. Segal 1993, all of these
studies representing an advance on King 1985. See also Neumann 1995: 33-56.
"Gellie 1986: 118.
" See e.g. van Erp Taalman Kip 1996: 534 n. 23; Scodel 1998: 152 with n. 27; also Justina
Gregory's paper in this volume (p. 72).
5^ Lloyd 1992: 111-12; Croally 1994: 158-59.
"Croally 1994: 150.
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And on this issue, there is another, broader question. If it is to be
assumed that Menelaus will not in fact kill Helen, on the basis of hints
offered by Euripides, taken in conjunction with the Odyssey 4 scenario, does
that mean that it is also to be assumed that the Erinyes are going to pursue
Orestes at the end of Sophocles' Electra, on the basis of hints offered by
Sophocles, taken in conjunction with the Oresteia scenario? Or, bearing in
mind the Odyssey echoes in Sophocles' Electra, should the assumption
rather be that the Erinyes are not going to pursue Orestes, matricide or no
matricide, precisely because they do not do this in the Odysseyl^^
Interesting questions are also raised by the first stasimon of Troades:
d|i9{ jioi "Riov, (b / Movaa, Kaivwv v|ivo)v / aioov c\>v 6aKp-6oi(; cbiSocv
e7tiKT|5eiov (511-14). The chorus epically call on the Muse to sing a new,
funereal song about Troy. In its immediate context, the funereal song is
new because it differs so strikingly from the song of celebration recently
sung by the Trojans on the occasion of the apparent departure of the Greeks
and abandonment of the siege. But on a broader perspective, what extended
meaning might be given to this new song?^'' In what sense, if at all, is
Euripides singing a new song? In attempting to answer this question, we
must challenge the view, adopted among others by Shirley Barlow,^^ that
through the chorus (and indeed through all the Trojan dramatis personae)
Euripides is singing a new song because he is presenting Troy from the
perspective of sorrowing women, the contrast supposedly being between
male-warrior-oriented epic poetry as a genre, and tragedy, or more
particularly a female-oriented Euripidean tragedy.
Female lament is certainly not the central focus of the Iliad, as it is in
Troades, but it is significant there all the same. Andromache's laments,
both in Book 6 before anything actually happens, and again in Books 22 and
24, taken in conjunction with Hecabe's and indeed Helen's laments, picked
up by the Trojan women in general, are surely the springboard from which
Euripides jumps.^^ More than that, it is made clear, especially in Iliad 24,
that the lament of the Trojan women is a lament not only for the individual
Hector, but also for Troy itself.
So the new song is in this sense very much just the old song, the song
that has always been sung by those most immediately affected—the
widowed women—the song directly lamenting human misery, the song that
is co-extensive with that other song which "salutes" that same human
^^ This kind of question is interestingly addressed by Stinton 1986. Unfortunately, he does
not discuss the agon of Troades.
^' In an unpublished paper, Luigi Battezzato argues that the song is "new" because it
inaugurates the "new" Greek genres that are created by the destruction and appropriation of
Phrygian/Trojan culture. I do not propose to address that issue here, nor the question of a
possible link with Phemius in Odyssey 1, which has been suggested to me by Ruth Scodel.
5« Barlow 1986b: ad loc.
^^ He can often be said to use Homer as a springboard in this way, e.g. in developing, in
Hecabe, the cruel side of the Trojan queen from her stated desire at //. 24. 212-13 to feed on
Achilles' [leoov f|7iap, or in creating his pathetic young Polydorus from the Iliadic prototype.
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misery, the song of male bards like Demodocus. Of course, the old song
has also been intellectualised along the way so that, for example, whereas in
Iliad 24 there is only space for a distraught response on the part of the
Trojans to Hector's death, Euripides makes Cassandra offer a logically
argued case (Tr. 386 ff.) for the advantages which the Trojans in general,
despite their annihilation, have enjoyed over the Greeks, and for the glory
and reputation to be enjoyed by Hector and even Paris as well.
At the same time too, the old song has also been intensified, so that
whatever positive connotations of war (intermingled with negative ones) the
Iliad as a whole may carry are singularly lacking in Euripides. And as
Charles Segal admirably points out, in her lament over the corpse of the
child Astyanax, who has been killed before he is old enough even to obtain
the dubious privilege of being lamented as a fallen warrior, Hecabe
"literally empties out the tokens of epic heroization and converts them into
icons of loss and absence."^^
To conclude, we should pause to marvel at the amazing range and
versatility of Euripides' response to Homer, and for that matter at the range
of critical interpretation of this response. So, Aeschylus may be the one
supposedly offering up Homeric banquet slices, Sophocles may be
homerikos. But Euripides too can be welcomed as a child of Homer, albeit
at times a petulant and frustrating one. More detailed study in future years
not only of the plays considered here but also of the remaining plays in the
extant Euripidean corpus promises further insights into this fascinating
relationship.
Victoria University of Wellington
' C. P. Segal 1993: 30.
Verbal Performance and Euripidean Rhetoric
RUTH SCODEL
Euripidean speeches, and especially the Euripidean agon, frequently
comment on the power of persuasive speech, and invite attention to methods
of argument and the presentation of radical ideas. To ask about how
contemporary prose genres appear in Euripides, therefore, is inevitably to
ask about oratory. In turn, though, the question about Euripides' use of the
themes and methods of contemporary formal speech quickly becomes a
question about his relationship not just to speech practices but to the theory
of speech, to rhetoric. Thus arise familiar scholarly questions: To what
extent do Euripidean speeches depend on the teaching of rhetoricians?^
What is the relationship between Euripidean speeches and those of the
contemporary courts and assembly?^ Two different questions underlie
much continuing discussion.
First, since Euripides often shows clear affinities wi^Ji rhetorical
practice, often in ways that ignore modem notions of consistent character or
dramatic relevance, scholars have asked how such apparent rhetorical set-
pieces function within their plays—that is, we consider the relation between
Euripides as rhetorician and as tragedian. Such issues particularly surround
the formal agon. Jacqueline Duchemin argued that Euripides' agones
became less relevant, less grounded in character, and more rhetorical in the
later plays. Michael Lloyd accepts the essence of the development but sees
the similarities throughout Euripides' career as more important than
differences, while Desmond Conacher has defended the general relevance of
' A number of nineteenth-century scholars argued that Euripides used a rhetorical handbook
directly and analyzed Euripidean speeches along these lines (T. Miller 1887; Lechner 1874;
Lees 1891). Such work was heavily criticized by Tietze 1933, but his attempt to deny any
specifically rhetorical influence on Euripides is equally unpersuasive. (Even if, as T. Cole 1991
argues, treatises did not exist in the fifth century, rhetorical techniques were available in model
speeches.) Solmsen 1931 shows considerable similarity between Euripidean logic (not
necessarily in the formal rhesis) and that of Antiphon (developed by Goebel 1983). More
recently, scholars have continued to discuss the possibility that the agon of Troades, in
particular, draws directly on Gorgias' Helen: Scodel 1980: 94-104; Croally 1994: 222-23
(stressing, however, that the parallels are significant even in the absence of direct influence);
contra, Lloyd 1992: 100-01.
2 Porter 1994: 99-172 shows how the arguments in the agon of Orestes closely parallel
those in the orators.
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the agon.-' This issue thus becomes a part of the general discussion of unity
in Euripides. Scholars have also debated the relationships among rhetoric,
characterization, and action more broadly. Eduard Norden argued that
Euripides did not subordinate fiGoq to rhetoric.'* A. M. Dale's edition of
Alcestis influentially argued that much Euripidean speaking is "rhetoric of
the situation": Characters speak strong arguments for their positions, not
what a particular individual would realistically say.^ For Richard Buxton, in
contrast, characterization and rhetoric are in effect identical: "Characters
are what they can persuade the audience they are." Audience evaluations
and sympathies thus shift, and there is no essentialism in Euripidean
character.^
Second, since Euripides frequently draws attention to the power of
speech or the limits of its power, scholars have also asked how Euripides, as
a fifth-century intellectual, views sophistic rhetoric. Euripides frequently
has characters refer to the dangers of overpersuasive speech.'' Here again,
the basic question leads in several directions. Commentators have pointed
out how often persuasion is ineffective; in particular, speakers in formal
agones do not convince each other, and indeed frequently deepen their
disagreement.^ Euripides thus becomes a critic of the claims of rhetoric.
Other interpreters link Euripides' concern with speech to sophistic thought
and to both political and intellectual developments in the late fifth century.
Euripides' relation to rhetoric can thus become one aspect of his relation to
what Karl Reinhardt called the "Sinneskrise" of the Peloponnesian War.^ In
recent work, the influence of deconstruction has led interpreters to
emphasize both the complexity of tragic language generally, the
associations of speech with deception, especially by women, and the
instability of language as a central theme in Euripides, subsuming
specifically rhetorical issues. ^° This approach reconciles Euripides'
engagement with rhetoric and his tragic drama, often fruitfully. However,
in reading through the characteristically modern preoccupation with the
difficulty of all language, this approach denies significant distinctions
between "normal" and "rhetorical" language—a distinction recognized by
Euripides and his contemporaries.
This paper tries to bridge the gap between these two questions another
way. I find it useful to consider much Euripidean speech as "verbal
performance." Richard Bauman defines performance in terms of "the
assumption of responsibility to an audience for a display of communicative
^ Duchemin 1945; Lloyd 1992; Conacher 1981 are all largely directed to this issue.
^ Norden 1909: 75-76.
^ Dale 1954: xxvii-xxviii.
^ Buxton 1982: 150.
^ Jouan 1984.
8 Strohm 1957.
^ Reinhardt 1957; a recent instance is Croally 1994: 221-27.
'° Goldhill 1986a and 1990a; Goff 1990.
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competence." ^^ Euripidean verbal performance seeks more than aesthetic
success, being persuasive speech. However, Euripidean speakers are highly
self-conscious about themselves as performers, recognizing that their speech
is subject to evaluation "for the way it is done." Indeed, the characters on
stage, like speakers in the Athenian courts, assume that their skill in
performance will affect outcomes. Yet Euripidean characters, when they
perform, display their competence beyond the limits required by their
audience within the dramatic world. In entering the performance arena, the
character does not acknowledge its own fictionality or address the external
audience directly. Nonetheless, performers act within performance norms
that transcend their immediate situations and invite the external audience to
consider their performances within their genres rather than as contingent
solely on the dramatic context.
Verbal performances, both prose and verse, were ubiquitous in classical
Athens in both public and private settings. Tragic spoken verse, though,
imitates only the most serious, persuasive forms of public performance.
Aristophanes' Bdelycleon calls the kind of anecdote he would like his father
to tell ae[iv6q, perhaps "edifying" (Wasps 1 174), and the scene in which he
coaches Philocleon shows that Athenians recognized such informal
performances as a significant form of self-presentation. The anecdote,
however, does not seem to have been part of sophistic teaching and lacked
the prestige of the public or potentially public forms. Probably for this
reason, it does not appear in tragedy—though the (persuasive) fable
occasionally does. Even though the performance of self was n:\pre obvious
in such informal performances than in the assembly or courts, all verbal
performances entailed a performance of the self, and tragedy frequently
emphasizes this function.
Euripidean characters, though, perform in situations where performance
would not seem appropriate in real life. Stephen Halliwell has recently
suggested that it is the peculiarity of tragedy regularly to have characters
use rhetorical speech, by nature public and political, in intimate situations,
and among phiIoi.^^ The speeches of Jason and Medea, for example, are
effective partly in demonstrating that collapse of intimacy. Rhetorical
speech in contemporary Athens was not always public or political, but
serious and hostile rhetorical speech surely was, so there is a real point here.
Yet the jarring moments of Euripidean verbal performance are not confined
to the intimate relations of philoi. Theseus and the Herald in Supplices
argue about constitutions, Amphitryon rhetorically defends the merits of
archery in Heracles. Theseus and the Herald are conducting official, public
business, while Amphitryon's auditor, Lycus, is preparing an overtly
political murder. Yet these debates are every bit as strange as, perhaps
stranger than, the use of rhetorical style between intimates.
" Bauman 1978: 15.
'2 Halliwell 1997.
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Euripidean characters also use the mode of persuasive performance in
situations where persuasion is very unlikely to take place. It is not that such
scenes are dramatically irrelevant. The audience understands better what is
at stake in Supplices because the opposition between Athens and Thebes is a
struggle between democracy and oligarchy, and a case can certainly be
made that the themes of the Amphitryon-Lycus debate in Heracles (not a
formal agon) are found elsewhere in the play.*^ The audience, though, must
realize from the start that the Herald and Theseus, Amphitryon and Lycus,
cannot persuade each other: As action these debates cannot accomplish
anything except to define more precisely already obvious enmity. Even if
such a speech were to be persuasive, nobody would be likely to act
differently. If Lycus were convinced that Heracles really is brave and
deserves the praise of Greece, it would hardly change his intention of killing
his children—as Amphitryon admits (Heracles 207-16).
One strong tendency in Euripides' treatment of rhetorical occasions,
then, is this drift towards the epideictic. Euripidean characters regularly
enter the performance register in order to perform, not in order to
accomplish anything beyond the performance itself. Just as characters who
could not really perform do so on his stage, they perform also on occasions
that would be completely inappropriate outside the theater. This tendency,
however, should not be trivialized. In Euripides, verbal performances
always express the speaker's actual position—they are not an intellectual
exercise, as sophistic performances could be. Tragic characters, like those
of Homer, see themselves within potential narratives. Their practical aims
are frequently subsumed in the effort to be a particular kind of character in a
specific kind of story. Self-definition is crucial to the enterprise, not only
for individuals but for cities. The Herald and Theseus argue not only so that
Euripides can inform the audience about differences that underlie this war,
but because the characters themselves want these differences to be
articulated. In such speeches, performing the self, not influencing the other,
becomes the primary function. The tensions in the Euripidean version of
performance are thus less between relevance and pure rhetoric than between
persuasion and performance of self. Where a speaker addresses an audience
that is required to be fair and neutral (an idealized Athenian jury, for
example), a successful performance of self is in itself persuasive. In
political contexts, however, successful persuasion usually demands attention
to the situation and concerns of the auditor. Some Euripidean speeches
show such attention (Menelaus' address to Proteus at Helen 959-68), but
many do not.
Furthermore, Euripidean tragedy as a whole can be imagined as a
thought-experiment in divorcing skill in performance from access to
rhetorical training. Euripidean theater is a sort of laboratory of verbal
'•^ Hamilton 1985: 19-25 discusses the thematic connections between the debate and the rest
of the play.
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performance. What would the social world be like if everyone were a
skilled speaker, and if all situations of conflict were arenas for verbal
performance? In the Euripidean world, to be aware of the need to speak
well provides the skill. Hecuba in her name-play laments that people do not
seek rhetorical education, evidently implying that she lacks such training
{Hec. 814-20); but she shows herself fully capable. (Many critics,
beginning with the scholiast, find her ensuing argument weird and tasteless,
but she is not ineffective.) Euripides consistently frames as verbal
performance the speech of characters whose social status would normally
exclude their being regarded as performers at all, let alone their having the
opportunity to become capable ones.
This development may not appear very radical in itself. Euripides is
unlikely, for example, to have invented the tragic convention under which a
child "sings the sentiments its elders feel for it," as Dale puts it (on Ale.
393-415). In general, tragic speakers do not waste limited stage time being
less than fully articulate unless their very incompetence is meaningful.''*
Alcestis does not perform when she asks Admetus not to marry again at
Alcestis 280-325. She explains why she makes the request, and why it is
justified. Nothing draws the attention of either her internal or her external
audience to her qualities as a speaker. She says what she might realistically
think, as her son sings what he might realistically feel. Euripides extends
the tragic practice of making everyone articulate, making everyone a verbal
performer: Socially marginal characters not only speak well, but
consciously express the ideas and use the techniques that^those with
sophistic training would see as appropriate.
The effect of this technique, even though it is based on usual tragic
practice, is extraordinary. It lies behind the claim of Aristophanes'
Euripides {Frogs 949-50):
But with me, the woman would speak no less, and the slave, and the
master, and the maiden, and the old woman.
Women and slaves certainly have speaking roles in the other tragedians, but
they do not self-consciously perform. New Comedy marks the incongruity
of such performances, but Euripides usually simply bestows rhetorical skill
as it is needed.
This approach can unite the two strains in the study of Euripidean
rhetoric. By looking at artful speech as a social practice, recognized as such
by the characters themselves, we can avoid making too sharp a division
between asking what a passage tells us about Euripides' views of rhetoric
and what relevance an argument has for this character in this dramatic
situation. Once characters enter a performance arena, they speak according
to contemporary norms for verbal performance. The character is to be
'^ Cf. Mossman 1995: 101: "a clarity of articulation rarely achieved in real life but necessary
in the theater to avoid obscurity, boredom, and waste of valuable dramatic time."
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imagined as self-consciously no longer fully "in character," without being
precisely "out of character" either: The individual accommodates himself
or herself to the generic norms.
Euripidean performers display the intense self-consciousness that was
so conspicuous a feature of sophistic rhetoric.'^ The audience can evaluate
characters who are unrealistically articulate without performing, such as the
dying Alcestis, on the assumption that their speech directly represents what
the character thinks and feels in this situation, even though they may be
unrealistically articulate. A speech marked as performance demands a more
complex reception. The performance of self is not a display of individual
personality, but a set of arguments designed to persuade effectively or to
show the self as praiseworthy or sympathetic, in contrast to a blameworthy
opponent, by offering a particular mapping of moral norms and locating the
speaker and his or her opponents on this map.'^ The audience needs to be
able to evaluate characters as performers, recognizing that the character who
performs is both "in character" and exploring available arguments, because
that is what any verbal performer in this period does. As a deliberate, and
fundamentally sincere self-presentation, performance can be especially
significant for character; yet because the performer must work within
conventions, not all the arguments need be appropriate for the speaker.
The evaluation of a verbal performance is itself open to rhetorical
manipulation. After Amphitryon delivers his long speech in defense of
Heracles at Heracles 170-235, the chorus comments:
ap' o\)K d(pop|ia(; xoiq X,6yovoiv ayaBoi
GvriTMv exovai, mv ppa5\)(; xii; fi Xeyeiv;
This implies that the speech has been an excellent performance, but that its
quality has depended on the excellence of the available material and the
speaker's corresponding merit, not his performing skill as such.*^ Lycus
then responds by indicating that he will repay Amphitryon's words with
actions (238-39). Complaints about Amphitryon's defense of archery thus
seem somewhat misplaced. Lycus' contemptuous dismissal of Heracles
constitutes a challenge, and Amphitryon defeats him. The chorus directs the
audience to interpret the success of the performance as the direct result of
the virtues of his case. As often, however, Euripides then contrasts the
weakness of even the best verbal performance as a weapon in the face of an
enemy immune to persuasion and capable of force.
'5 Cf. Lloyd 1992: 21.
'^ So, for example, I would describe both Tyndareus' and Orestes' speeches in the agon of
Orestes as primarily self-presentation. Tyndareus especially, in his anachronism, places
himself within a narrative that is different from the one followed in the rest of the play.
However, the arguments both use have good parallels in the courts (cf. Porter 1994: 101-64)
—
the emphasis is not on individual characteristics.
" I strongly disagree with Bond 1981 ad loc, who sees a clumsy, irrelevant antithesis.
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Greeks had always recognized a distinction between performance
excellence and success in achieving a goal—Nestor speaks well in Iliad 1
even though he cannot stop the quarrel. Thucydides can praise Antiphon's
defense speech as the best ever delivered in a case of its kind, even though
the speaker was convicted (8. 68. 2). Generally, however, excellence in
performance was supposed to make persuasive speech effective. The story
of Ajax was a well-established mythological paradigm for the disastrous
results of lacking skill in verbal performance; Aristophanes' paradigm from
recent history is Thucydides son of Melesias {Ach. 703-12, Wasps 946-48).
Thucydides' Cleon notoriously complains that the Athenians confuse the
criteria of serious decision-maldng with those of performance (3. 38. 4-6),
and the criteria of which he specifically complains are novelty and
ingenuity. This points to the transformation of verbal performance practices
for which Euripides provides the earliest evidence. Earlier forms of verbal
performance, to judge from the evidence of poetry, relied largely on
applying traditional wisdom to a present situation through maxims and
example. Euripides marks as verbal performances only speeches affiliated
with contemporary rhetoric, whether by argument from probability,
allusions to contemporary debates, or overt formal arrangement.^^
Although not every speech that shows some influence of contemporary
practice is marked as performance, there is a strong overall correlation.
A few passages test this generalization by criticizing speakers in
traditional terms, like Tiresias' rebuke of Pentheus at Bacchae 268-71,
which says that he has an eiSxpoxov . . . y^Saoav and implies that he is
Xeyeiv oioq x' dvrip, but lacks sense. Pentheus' speech has nothing
"modern" about it (unlike Tiresias' own, which is rhetorically framed and
includes sophistic allegorizing). The critique, like that of the speaker who
urges the stoning of Orestes at Orestes 902-16, gives a democratic twist to
an older paradigm of performance, in which Thersites is the model of the
bad speaker—Opdaei appears in both passages. According to Tiresias and
the Messenger, these men are passionate. They may not, therefore, be
performing, even though they are in a performance situation and show some
of the skills of performance. (Appearing to be so overcome is itself, of
course, a powerful tool of performance.)
Lying, one might note, is quite distinct from verbal performance as a
social practice, even though there are affiliations between persuasive
performance and deceit, and the same mythological character, Odysseus, is
the traditional master of both. Intrigue and verbal performance have
different frames. Indeed, although the arguments used in a verbal
performance may seem recherche or manipulative, as I have already
stressed, Euripidean characters are always completely sincere about their
basic positions during verbal performance. In the Euripidean world, it is
'* My definition of performance thus makes my treatment of rhetoric restrictive compared to
that of Bers 1994: 183-84, who identifies rhetoric with persuasive speech.
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probably useless to ask whether unsympathetic characters are lying or are
self-deceived—whether Jason, for example, really believes that he has
married the princess for the benefit of his existing children. Even though
Euripides may allude to the possibility of arguing both sides of a case, his
characters never do. They are always fully committed to their own
positions, and those positions are always self-justifying and self-interested.
In Telephus, a verbal performance took place within an intrigue, but
Telephus defended the interests of his "real" self. This seems to have been
the case in Philoctetes, too. In Hippolytus, the Nurse abandons her attempt
to persuade Phaedra after Phaedra's plea at 503-06, and instead offers her
promise of a drug. Phaedra's admission that the Nurse's persuasion is
exhausting her prepares for her acceptance of the deceitful promise, but the
verbal performance, marked as such at 487-89, is distinct from the
equivocation.'^ There may be lies within a verbal performance—the
audience may not believe, for example, Helen's claim in Troades to have
tried to escape from Troy (953-58)—but lying is subordinate to the
presentation of a particular view of events. The agon of Medea is verbal
performance, but when Medea pretends to be reconciled to Jason's
marriage, the audience must understand that this is a different kind of
performance.
Tragedy in general strongly avoids direct imitation of real performance
occasions, to an extent that scholarship has not adequately acknowledged.
We hear more often that Eumenides represents an Athenian trial than that no
other tragedy apparently ever did.^° But although many tragic episodes
represent judicial situations, nowhere else does a poet closely imitate
Athenian procedures. Assemblies are reported, but not shown. When
Adrastus in Supplices delivers eulogies of his fallen comrades, the occasion
is a public funeral for the war dead, but Adrastus praises the dead
individually; he does not follow the conventions of the Athenian funeral
oration. Choral songs sometimes imitate real genres of choral performance,
but they deny the composer-performer separation of actual choral
performance: Song, within the mimetic world of tragedy, is always
spontaneous, and the words are the singer's words. And tragedy, with its
relentless economy, does not represent the leisure during which many
informal performances took place. The forms are evoked, but are always
blurred. Euripides' universalization of rhetoric further blurs similarity of
his scenes to real practices: The agon of Troades is like a trial, but both
prosecutor and defendant are women.
Hippolytus, for example, says {Hipp. 986-91):
"For the sophistic/rhetorical elements in the speech, see Gregory 1991: 68-69; Solmsen
1975: 14-15.
^° Cartledge 1997: 15, "a genuine coup de theatre not apparently emulated by his
successors."
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eyw 5' aKo^\|/oq eiq ox^ov 5ouvai Xoyov,
eq TiA,iKa(; 5e KcbXiyouc; aocpcoxepo^.
e/ei 5e noTpav Kal t66' • ol yap ev aocpoi^
(pa\iA,oi nap' 6xX,(p |io\)aiKcoxEpoi Xiyeiw.
o)i(o<; 6' otvayKTi, ^uncpopocq CKpiynevriq, 990
yX&acsdv \i' d(peivai.
Hippolytus addresses himself to a single auditor, Theseus. There is no
crowd, except the (female) chorus and Hippolytus' own followers. He
assimilates this situation to the one familiar to the audience, the Athenian
trial with a large jury. His speech evokes the lawcourts, not only in its
framing but in its argument. However, his oath guarantees that he will not
provide a narrative, and narrative is essential to forensic argument, then and
now. Furthermore, the curse has already been delivered; the trial is oddly
pointless.
Similarly, the agon of Heraclidae clearly evokes contemporary
diplomacy, and the Herald sounds like a Thucydidean speaker. At the same
time, the episode has many connections to the later funeral orations, and the
children of Heracles were probably already a regular example of Athenian
help to the weak. lolaus begs Demophon to look at Heracles' children. The
pathetic appeal of children is strongly associated with the lawcourts. Since,
however, the children are the center of the plea, and are already present, the
sequence does not so much echo the practice as represent a "natural" and
"correct" use of a pathos that some thought contemporary Athenians
abused. Meanwhile, the stage situation, with the king facing suppliants at
the altar, recalls other tragedies.
In Troades, Menelaus agrees to hold the trial because he has free time
(91 1-13), emphasizing the scene's epideictic side. In contrast, the agon of
Medea follows the structure of a forensic speech, with an elaborate
narrative, but Medea speaks in order to hurt Jason and provide emotional
relief to herself (473-74): Her speech is pure performance of self. A
certain distortion is therefore built into tragic versions of verbal
performance as into tragic versions of ritual.
Euripides frequently frames his characters' speeches. Two distinct
types of frame may be identified: the generic/social, and the rhetorical.
Generic/social framing tells the audience what kind of speech is taking
place. The speakers refer to the kind of occasion for their speech, or locate
themselves within social parameters. Generic framing may blur a
metatheatrical function with a mimetic one. Messengers often in effect
announce that a messenger-scene is beginning. Similarly, when Pylades
suggests that the friends speak about how to save themselves at IT 902-08,
his speech has a metatheatrical aspect, announcing that the recognition
scene is over and an intrigue is about to begin. If other indications tell the
audience that an agon is under way, an allusion to a "contest of speeches"
helps frame the action metatheatrically. Mimetically, it allows the audience
to refer the action to any situation of overt competition in verbal
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performance. Framing is not completely formulaic, however. Even the
phrase 'd\iiXka ^oywv does not always point either to verbal performance or
to socially framed speech. The chorus oi Alexandras apply the term to
Hector and Deiphobus in an entrance announcement (fr. 23. 4 Snell). The
brothers are arguing, but no formalized social situation is evoked.
Characters also frequently mark their own status as speakers. The
Parthenos in Heraclidae apologizes for speaking as a female intruder (474-
83). She thereby defines the scene as one of male deliberation even as she
participates. Such framing invites the audience to hear what is said within
specific generic and social conventions. However, generic/social markers
do not in themselves frame speech as verbal performance. For example,
assuming that Euripides had already developed the formal conventions of
his agon by 438, the spectator of Alcestis could identify the agon as such
when Pheres insists that, as a free man, he will reply in kind to Admetus'
insults (675-80). Yet nowhere in this episode does the poet draw the
listener's attention to the speakers' verbal skills, and indeed the speeches do
not show rhetorical influences. ^^ When Iphigenia in IT asks her brother
whether the oracle is speakable or not, and he answers that he will tell it,
though it marks the beginning of many labors (939^0), the exchange marks
his speech as a narrative, but not as a performance. Speech is here
acceptable or not, but not well done or not, or successful or not. Indeed,
women who apologize for speaking at all probably define themselves as
non-p."'rformers.
Rhetorical/performance framing invites the audience to see the
characters as engaging in verbal performance. Such performance is always
self-conscious in Euripides. Even when the chorus provides the frame, as it
often does, nothing ever suggests that the characters have entered a
rhetorical mode without realizing it. To some extent the dramatic form
forces rhetorical awareness to be shared, since it must be verbalized in
shared space. In Euripidean verbal performance, the speaker moves into a
rhetorical mode and register and the speaker or someone else provides a
clue for the audience that this shift has taken place.
Rhetorical/performance framing devices, in my definition, are the
following:
1. Opening hesitations that indicate the speaker's awareness that
the speech is open to evaluation. Apologies for speaking despite
one's status, however, provide a social, not a rhetorical frame.
2. References to a competitive context for the speech in the hearing
of the speakers.
3. Comments by the speaker or others about how to listen and
evaluate.
^' Norden 1909: 76 n. 2 therefore inferred that Euripides "discovered" rhetoric between 438
and 431.
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4. Moral evaluations that compare or contrast the ethos of the
speaker with the speech. These include the "good speech, bad
cause" topos and its near-opposite, the claim that a good speaker
can always find arguments.
Such devices of contemporary rhetoric as formal taxis, argument from
probability, and paradox confirm rhetorical framing. Euripides usually
rhetorically frames "clever" speech. In M, Agamemnon accuses his brother
of having a "clever tongue" at 333; Menelaus has said nothing to justify this
remark yet, but when he accuses Agamemnon of having canvassed for
leadership of the expedition (337^2), he displays his rhetorical skill
through this cynical, "modem" analysis of his brother's tactics and motives.
With such content, even a hint can provide a rhetorical frame.
To be sure, the same lines may provide several types of frame. The
social frame in itself may demand verbal performance. Although not every
speech in an agon is a verbal performance, the formal marking of an agon as
an dycbv ^oycov creates both a social and a rhetorical frame. The lines of
Hippolytus cited above frame the genre as public (forensic) speech, the
speaker as an dTtpdy^wv aristocrat, and the speech as a self-conscious
attempt to meet the rhetorical demands of the occasion. And generic/social
framing, by making the audience aware of the relevant proprieties of
speech, often contributes to a rhetorical frame.
It is not always certain, however, whether a character should be
regarded as performing. When the situation has elements that typically call
for performance, a speech that has some performance elements- but is not
explicitly framed may be doubtful. Aethra's rhesis at Supplices 295-331
receives extensive social framing—Aethra extensively enacts her reluctance
to speak and the grief that impels her—and she also explicitly sets her
speech against the fear that it is dxpevov for women ev) ^.eyeiv. Her speech,
though not aggressively sophistic, is carefully arranged and sophisticated.
She refers to burial as a "Panhellenic" rule—the first instance of this
description of the custom—and her imagined critic of Theseus, who
disparages courage shown against monsters but not in battle—sounds very
close to the Lycus of Heracles; the place of specifically military bravery
seems to have been a topic in contemporary discussions of courage. The
speech, unlike its frame, is not emotional. Adrastus' earlier plea to Theseus,
by contrast, is not rhetorically framed, except insofar as Theseus' response,
comparing his own coming speech with earlier competitive discussions in
which he has engaged, makes Adrastus' plea also such a competitive
performance. Like Aethra's, his speech has an elaborate social frame, in
which Adrastus regrets the necessity that makes him supplicate (163-67),
but nobody questions whether he pleads adequately or not. Yet though the
first section of his speech is a direct appeal to pity (168-75), he places this
appeal within a very generalized moral context and anticipates the question
of why he seeks help specifically from Athens (176-92). Adrastus' speech
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thus appears retrospectively, at least, as a failed performance. Adrastus'
lack of rhetorical self-consciousness is closely associated with the appeal to
pity: The direct appeal to pity was not acceptable under contemporary
standards (compare Thuc. 3. 48).
Theseus is in full rhetorical control throughout. His rejection of
Adrastus' plea and his reply to his mother are both performances, and so, of
course, is his response to the Herald. Adrastus frames Theseus' reply,
complaining that Theseus has chosen the wrong genre, replying as a
6iKaoTTiq to a request for help (253-56). In response to Aethra, Theseus
reflects on his own earlier speech, insisting on its correctness but accepting
Aethra' s arguments as a supplement (334—39). Theseus is not only speaker
but critic; we could say either that Adrastus' performance was inadequate,
or that he mistook the genre he needed, or that he did not realize that he
needed to perform at all.
Euripides shows two distinct tendencies in depicting performance.
Performances drift to the epideictic, and characters perform for the sake of
self-presentation. But verbal performance is also closely connected with
extreme disparities of power: Outside formal agones, and sometimes in
them, rhetorical self-consciousness often belongs to the weak. So an agon
may be rhetorically extremely self-conscious where the speakers are equal
because nothing is really at stake for them except self-justification or
winning in the performance competition itself. In the debates between
Theseus and the Herald in Supplices, or between the brothers in Phoenissae,
war will decide the issue, and the talk is just talk, without real effect on the
dramatic situation. Yet the consciousness of verbal performance is
strongest in scenes in which a character of lower status or power attempts to
influence a character of higher status or power (Pasiphae/Minos in Cretans;
Hecuba/Agamemnon; Helen and Menelaus/Theonoe); these are typically
supplication scenes or involve desperate pleading. Several performance-
conscious agones fit this category also: those of Hippolytus, Orestes,
Andromache, Heraclidae. Most striking is perhaps Phoenissae, where the
self-presentations of Eteocles and Polynices are followed by their mother's
desperate attempt to achieve a reconciliation.
The two tendencies sometimes appear together. Cassandra's argument
in Troades that the Trojans are actually more fortunate than the Greeks is
framed by the term of proof (5ei^(o) with which she marks the transition
from prophecy and by her claim to speak rationally on this topic (365-67).
Since it is also highly paradoxical, it is recognizably a verbal performance.
Since these arguments are unlikely actually to console Hecuba, they are
primarily epideictic; Cassandra uses speech to redefine the story completely,
making herself a triumphant victor instead of a pathetic loser. Although she
addresses her mother, Talthybius comments on the speech, saying that she
would suffer for this abuse if she were not insane (408-18). This speech,
then, is also an attack of weakness against strength.
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The status difference is not always so blatant. In Bacchae, Pentheus is
not rhetorically self-conscious, but Tiresias is. Tiresias does not claim
prophetic authority in speaking to the king; Pentheus chooses not to repress
the two old men precisely in deference to their weakness and unimportance.
This is a tendency, not a rule; Theseus' initial rejection of Adrastus' plea in
Supplices, for example, delivered from a position of complete authority, has
an extraordinary performance frame. This is the only speech in Euripides
that begins with a set-piece, marked as such: Theseus has debated the basic
goodness of the human condition in similar terms before, and now reprises
an earlier performance (195-96). Despite this epideictic aspect, Theseus'
response is a true dramatic action. Again, the debate between Agamemnon
and Menelaus in lA is "real"—the characters are genuinely trying to
persuade each other—and the speakers are not disparate in power. Even
here, though, the poet undercuts the effectiveness of the episode by having
events overtake the speakers: Once Iphigenia arrives, they reverse
positions. Electra's address to the dead Aegisthus, in Electra, overtly plays
with the usual association of speech with weakness. She has often repeated
to herself what she would have liked to say to Aegisthus, but could not
(909-13). Now that she can deliver the speech, she must consider its
arrangement (907-08). The epideictic aspect could not be more marked.
The power that makes her speech possible also deprives it of practical
purpose.
Normally, audience sympathy is directed toward the weak party in such
situations. However, sympathy does not always go along with weakness.
The Nurse in Hippolytus is obviously of lower status than Phaedra. Both
chorus and Phaedra rhetorically mark her speech (482-87), comments that
confirm the performance quality of a speech that redefines Phaedra's
attempt to conform to social norms as hybris.
Verbal performance, in other words, is both a parergon and a weapon
of the weak. This distribution of verbal performance does not reflect the
practice of the other tragedians. It is surely not a direct reflection of
everyday reality either, in which rhetorical education was expensive and
belonged to the elite. The democracy forced the elite to compete verbally
for the support of the demos and, in practice, the skills of verbal
performance were mostly the possession of those who already had wealth
and status. Unlike these, verbal performance was theoretically possible for
anyone. The Assembly invited public speech from all citizens. But the
powerless performer in Euripides is often a complete outsider, like Telephus
in disguise. On the other hand, Euripides tends to encourage the assumption
that the true leader does not need to perform well in order to persuade.
Hecuba tells Odysseus that he can convince the crowd to abandon the
sacrifice of Polyxena through his d^(ca(ia alone; Theseus is confident that
the Athenians will consent to defend the Argive dead because he consents
(Suppl. 350); the plot of Orestes demands that we assume that Menelaus'
protection would save Orestes and his friends.
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The paradoxical doubleness of rhetoric may help explain its
effectiveness or lack of it. In sequences in which verbal performance is
primarily self-performance, it not surprisingly does not persuade. On the
other hand, when performance is the weapon of the weak, whether it is
effective or not depends entirely on the susceptibility of the hearer.
It persuades when the auditor is open to persuasion. That does not
mean that rhetoric is useless, but that it is not all-powerful. It is striking that
for all the complaints Euripidean characters make about the power of evil
speech, no such speech is ever clearly successful on the stage: Jason in
Medea, the Nurse in Hippolytus, Eteocles in Phoenissae, Polymestor in
Hecuba—none of them persuades anybody. Antiope fr. 206 N^ has an
extended version of the topos, but there is, again, no reason to think that any
evil persuasion took place. Palamedes fr. 583, if it refers to Palamedes,
would be an exception to the rule that no speech by a sympathetic character
is ever stigmatized by this topos, and that nobody is ever convinced by bad
rhetoric once it has been identified as such. Off the stage, Odysseus
succeeds in winning over a majority through his cunning speech, according
to the chorus at Hecuba 130-40; significantly, the assembly was previously
equally divided. The man whose opinion is victorious in the assembly of
Orestes is not a rhetorician at all, but simply vehement (903).
Euripides sometimes marks the limits of persuasion precisely by having
a character succeed after persuasion is abandoned: So the Nurse tricks
Phaedra after failing to convince her, and Helen, Troades implies, may
survive by her beauty, though her words have not won over Menelaus. Both
these cases leave a certain ambiguity, though. Phaedra is clearly exhausted
by the Nurse's arguments, and gives in even though she doubts the Nurse's
intentions. If Menelaus ultimately succumbs to Helen, it may be that her
speech has worked on him through time.
Good rhetoric also has limits. Hecuba is especially striking, because
Hecuba makes three attempts at persuasion, one unsuccessful, two
successful, and in all three there is a division between two lines of
argument. In addressing Odysseus, she argues both that Helen would be a
more suitable victim than Polyxena, and that Odysseus owes her his life.
Odysseus does not really answer the substantive argument. He defends the
decision to give Achilles a human victim, but does not explain the choice of
Polyxena. He carefully replies to the personal argument. In pleading with
Agamemnon for permission to take vengeance, Hecuba first argues the
justice of her case. She breaks off, having the impression that her speech is
having no effect, and delivers the complaint about how people do not learn
Persuasion that so emphatically frames her performance. Then she turns to
the argument based on Agamemnon's possession of Cassandra. In
answering Polymestor, she addresses most of the speech to him, refuting his
account of his motives as inconsistent with his actions, and at the end turns
to Agamemnon, seeking to convince him that he would lose prestige by
supporting Polymestor. Euripides makes it very clear that Odysseus has no
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interest in arguments about justice in itself, but since his support for the
sacrifice is based on the principle of reciprocity as the essential motivator of
good action, he must answer Hecuba's claims to reciprocity. With
Agamemnon, though, the outcome is hard to judge. Hecuba certainly wins
Agamemnon's sympathy, but he agrees to help her only passively, and his
motives are unclear. He speaks of justice, but his worry that the army will
think he is acting on Cassandra's behalf may imply that the army would be
right—or, at least that he can recognize the justice in Hecuba's plea only
because the personal claim she makes renders him open to it. Agamemnon
here shows that he is sensitive to appearances, and that sensitivity makes it
impossible to know whether his last judgment in Hecuba's favor is based on
her assessment of Polymestor's likely motives or on her final appeal to his
reputation; but he makes a judgment only because he would lose face if he
did not (1241-42). The positive side of the same phenomenon is evident in
Helen or Heraclidae: Demophon and Theonoe can be persuaded because
the arguments appeal to their virtues.
The argument over Heracles' intention of committing suicide near the
end of Heracles is similar. It is almost an inverted agon, in which the
rheseis follow stichomythia. Heracles frames his speech rhetorically as a
response to Theseus' rebukes, and further confirms its performative style by
its formal organization: He proves himself unfortunate in his birth, early
life, and in this most recent misery (1255-1310). Theseus replies first with
the" argument a fortiori, that the gods must also endure, and then with
promises of honor in Athens (1312-39). Heracles is persuaded, but stops to
reject Theseus' argument concerning the gods in a digression he marks as
such (1340). The passage is notorious. Yet it may be less difficult if we
remember how concerned Euripides is with both persuasion and the
performance of self. Theseus uses for good purposes an argument that the
Nurse in Hippolytus uses for bad ones.^^ By having Heracles be persuaded
to live, yet explicitly reject the argument, the poet both invites the audience
to consider endurance as possibly a uniquely human virtue, and indicates
that Heracles decides to live because of his own courage (1348-51). By
giving him somewhere to go, Theseus makes this decision possible; but his
persuasion is only effective because he can appeal to Heracles' own
character.
Euripides' relation to prose speech, then, is not a simple matter of
endorsing or criticizing contemporary rhetoric. He maintains a distinction
between speech that is recognized as verbal performance, open to criticism
as such, and ordinary speech, and for at least some purposes his distinction
is worth respecting. By framing some speeches as verbal performance, he
invites his audiences to evaluate their speakers. Characters use rhetoric
both as a way of performing their identities in order to establish them and as
a means of persuasion, and the two goals do not always make the same
22 On this see Gregory 1991: 152 n. 47; Michelini 1987: 273.
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demands. However, while performers use whatever arguments seem
rhetorically appropriate or likely to be effective, they never actually speak
against their basic characters—there is a real distinction between lying and
performing. Rhetoric is effective only insofar as the audience of a speech is
already prepared to accept it, so that evil speech is less dangerous than we
might think, but good speech less powerful. Because verbal performance
and its success are so dependent on the character and situation of both
speaker and audience, it is a powerful tool for the audience in making
judgments, even when the specific arguments speakers use are
commonplaces or far-fetched sophistries. The experience of Euripidean
theater could hardly fail to make its audience more aware of the dangers of
being manipulated, more conscious of the need to distinguish a good
performance from a worthy cause. Yet because Euripides makes verbal
performance especially the recourse of the powerless, and most often of
powerless characters with whom the audience should sympathize, he also,
perhaps, urges the audience to imagine and attend to the arguments that the
powerless in everyday life could not make for themselves.
University ofMichigan
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Euripides and the Sophists:
Society and the Theatre of War
WILLIAM ALLAN
Euripides was in his own lifetime a controversial writer—more so, it seems,
than any other before him in Greek culture. And from his time to our own
perhaps no aspect of his plays has incurred more suspicion and complaint
than their relationship to the sophists. This relationship was generally
framed, until recently, as one of misguided indebtedness on Euripides' part.
The tragedian became, in W. K. C. Guthrie's phrase, "another spokesman of
the new thought."' And from Aristophanes onwards such borrowing has
frequently been thought to spoil the proper tragic impact of his plays,^
Fortunately, the idea that Euripides' intellectual interests derailed his plays
is now a thing of the past, as is the artificial dichotomy of poet and
philosopher. Modern critics stress instead that Euripides was, in Desmond
Conacher's words, "primarily a dramatist rather than a philosppher or a
political thinker,"^ but there is still a tendency to see him as either an enemy
or an ally of the sophists, depending on the passage in question. In fact the
relationship between them was both looser and more complex. Euripides
was neither a follower nor an opponent of any individual sophist, but a
powerful and penetrating thinker who explored contemporary ideas in an
individual way.
A proper assessment of Euripides' relationship to the sophists has long
been hindered by a failure to appreciate the intellectual importance and
specific interests of the sophists themselves. This failure was to a certain
extent understandable given that the most influential ancient commentators
on the sophists—Aristophanes, Plato, Xenophon, and Aristotle—are all
negative. As John Beversluis says of Plato's attitude in particular,
"Although he recognized that they [the sophists] were merely symptoms of
the lamentable state of Athenian society and not its cause (R. 490e2^96a9),
he seldom had anything good to say about them.'"* The earliest sophists
'Guthrie 1971: 56.
^ Cf. Frogs 1491-99 on Euripides and the "sophist" Socrates.
3Conacherl998: 16.
'* Beversluis 2000: 79, who goes on, "For that reason, it is as unwise to rely solely on the
Platonic corpus for information about the sophists ... as it is to rely on the New Testament for
information about the Pharisees and Sadducees."
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came from far beyond Athens: Protagoras from Abdera, Gorgias from
Leontini, Hippias from Elis, and Prodicus from Ceos. Their wide range of
intellectual interests and above all their mastery of rhetoric had a great
impact in Athens, where they enjoyed considerable wealth and celebrity.
The sophists may have appeared to some conservative Athenians (like Plato
and Xenophon) to be dangerous outsiders, but there is evidence to suggest
that Protagoras, for example, was a highly regarded public figure.^
However, largely under the influence of Plato and Aristotle, the
negative picture of the sophists prevailed and they came to be seen as mere
cash-hungry pseudo-philosophers. No less distortingly, the sophists were
all lumped together as an undifferentiated mass, though in fact they formed
no coherent group or school. Indeed, far from being a movement of like-
minded thinkers, the sophists were rivals with different ideas of their own.^
They were also, like the tragic poets and their actors, performers in a
competitive culture, displaying their wares at major festivals like the
Olympic Games, and able to command audiences throughout the Greek
world.'' Fortunately, in the nineteenth century, some scholars (notably
Hegel and Grote) abandoned the traditional negative judgement and
attempted a fairer estimation of the sophists' ideas.^ However, it is only in
recent years that the individual sophists have been reassessed more
positively as powerful and original thinkers.^ Jacqueline de Romilly in
particular has demonstrated their pivotal role in the intellectual evolution of
Athens, •'^ while others have insisted that the sophists should be taken
seriously as philosophers in their own right. •' Now that the sophists are
more fully appreciated, it seems a good time to reassess the relationship
between them and Euripides.
5 Cf. note 21 below.
^ Cf. Beversluis 2000: 292 n. 7: "The sophists were very competitive and advertised their
specialties in hopes of luring pupils away from their colleagues. Each found something
grievously lacking in the others. . . Gorgias' disavowal of being a teacher of virtue [cf. Meno
95c 1-41 is also an implicit criticism of his more pretentious colleagues."
^ Cf. Poulakos 1995: 32-46 on "the ethic of competition, and the aesthetic of exhibition"
(46) from which the sophists emerged.
^ Brisson 1997: 89-92 outlines the history of the sophists' "condemnation" and
"rehabilitation" in this period.
^ Cf. e.g. Classen 1976 (with extensive bibliography, pp. 641-710); Kerferd 1981; Rankin
1983. It is relevant to the work of some recent scholars that the sophists' exploration of
relativism (cultural, moral, epistemological, etc.) and their interest in language echo the basic
assumptions of postmodernism. Cassin 1995 is a recent example of this approach, which
extends Derrida's critique of western metaphysics back beyond Plato to the sophists; her
parallels between the ideas of particular sophists and those of modem thinkers (Heidegger,
Lacan, etc.) are often stimulating though radically ahistorical. Nevertheless, it is a measure of
the sophists' intellectual achievement that their ideas continue to challenge and inspire. A
modern echo of Protagoras' cultural relativism, for example, may be found in the
"ethnocentrism" of Richard Rorty, who claims that justification is relative to the specific
practices of each community.
'0 De Romilly 1992.
" Cf. Striker 1996; Woodruff 1999: 291: "The place of the sophists in the history of Greek
philosophy is now widely recognised."
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It has been common critical practice to attempt to trace sophistic
influences or sources for particular passages in Euripides' plays. However,
such an attempt is misguided for various reasons. Firstly, much of what we
think we know about individual sophists rests on very meagre evidence, and
to make this the basis for the detailed reading of a passage is, to say the
least, precarious. Secondly, the task of tracing intellectual influences
accurately is virtually impossible since arguments and parallels may have
been around for a long time before their appearance in the later fifth
century. '2 Fortunately, this matters very little for our response to Euripides.
The details of who borrowed what from whom are less important than a
larger fact; namely, that both Euripides and the sophists testify to a period
of extreme intellectual curiosity in all directions. So in what follows,
although what evidence we do have about individual sophists and their ideas
will still be relevant, I will not try to detect Euripidean "borrowing"; I will
emphasize instead Euripides' individual, creative response to some central
problems of his society.
Previous discussions of the topic have tended to concentrate upon a few
specific passages or issues, and Desmond Conacher's recent book offers an
admirable survey of the Euripidean themes and plays which have been
particularly associated with sophistic thought. '^ Like de Romilly, Conacher
has illuminated the variety, complexity, and tragic implications of sophistic
ideas in their dramatic setting. Here, however, I would like to look at two
plays which have been rather neglected in previous treatments. The
Children of Heracles and The Suppliant Women are rarely staged and have
never ranked among the best-loved plays of Euripides. One scholar recently
prefaced his translation of The Children ofHeracles with the admission that
"the play is in no way a masterpiece." •'* It is not my intention to discuss the
criteria by which one might categorize a tragedy as a masterpiece, nor will I
be claiming any such distinction for either play. However, these plays do
deserve closer attention, not least because they dramatize debates about
democracy, war, and politics which tell us much about the anxieties and
dilemmas of Euripides' community.
Desmond Conacher has briefly discussed the relationship between
Euripides' "two most political plays" and the views of the sophists. •^ In
what follows I would like to explore this important topic further, and I have
chosen to focus on political themes since it was arguably in the area of
political theory and practice that the sophists made the greatest impact on
Athenian society. Of course, one cannot entirely separate the sophists'
'^ Wallace 1998 stresses the continuities and notes that the sophists "emerged out of much
older traditions" (205).
'^ Conacher 1998, who focuses on the Medea, Hippolytus, Hecuba, Trojan Women, Helen,
and Bacchae, and discusses such sophistic concerns as the nature of morality, the power of
rhetoric, and the opposition of nomas ("law," "custom") and physis ("nature").
"• Kovacs 1995: 7.
'5 Conacher 1998: 89.
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views on politics from their wider interests in language, rhetoric, and
communication in general, but these aspects have already been well
discussed,'^ while the use by Euripides of sophistic advances in rhetoric in
particular has been the subject of some particularly sensitive and detailed
work.'^ In the highly litigious society of fifth-century Athens the sophists'
ability to teach rhetoric was "their most coveted possession."'^
However, the sophists were not merely interested in rhetoric.'^ They
shared with Euripides a desire to investigate moral values and to explore
social and political theories.^^ And their interests were practical as well as
theoretical. According to Plato, Protagoras claimed to teach "the art of
politics" (xfiv 7ioX,iTiK-nv xexvrjv), which makes men good citizens and
brings them real power in the state {Prot. 318e-19a). Some sophists were
also involved in interstate politics: Gorgias, Hippias, and Prodicus served
on diplomatic missions for their native cities and Protagoras wrote the
lawcode for the Athenian colony of Thurii in southern Italy.^' The political
involvement of Protagoras shows us that, although he was agnostic about
the gods (80 B 4 D-K) and a relativist about knowledge (B 1 ), there were
clearly practical limits to his radicalism.^^
The various characters and situations of Euripides' plays relate to a vast
range of views, from Protagoras' tempered scepticism to Antiphon's
outright attack on the authority of convention.^^ The Children of Heracles
and The Suppliant Women reflect, among other things, contemporary
interest in the origins and growth of society, and in the morality of politics
and war. In Plato's Protagoras, the great sophist is presented as believing
that since humans must form associations in order to survive, respect for
others and a sense of justice are essential if their society is to hold together
(Prot. 322b-d).2'* Euripides, no less than Thucydides, is interested in what
happens to such basic decencies when a society faces crisis. In both writers
war and its aftermath become a testing ground for human character and for
human institutions, both religious and political.
'^ Cf. e.g. Barnes 1979: 164-69.
'"'
Cf. esp. Collard 1975; Lloyd 1992: 19-36 (with further bibliography).
'* Beversluis 2000: 245.
'^ Capizzi 1990: 72 claims, "La sofistica si presenta ad Atene come I'uscita retorica dal
dilemma tragico." But this approach, though common to many treatments, is too narrow.
^° Cf. Annas 1993: 17: "The Sophists can indeed reasonably be seen as the real originators
of ethical and political theory. . . They raised and discussed questions like the source of
authority of the laws and the nature of society."
^' On Protagoras' political activities, see Podlecki 1998: 93-99.
^^ Protagoras, like Herodotus (cf. 3. 38), recognized the relativity of nomoi, but at the same
time acknowledged the importance of respect for the traditions of one's own society. Given
that the sophists moved as intellectuals and teachers from city to city, such a pragmatic
approach to cultural difference was quite sensible, since it reduced the risk of causing offence
to any particular community.
^^ Hoffmann 1997: 358^23 gives a historical sketch of the development of sophistic
thought from Protagoras' constructive relativism to more radical critiques of nomas.
^* Democritus, too, recognized the necessity of law for the preservation of human
communities (68 B 245, 248 D-K).
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In the suppliant settings of these two plays considerations of power and
justice are paramount and are the subject of ardent debate. In The Children
of Heracles Demophon must decide whether or not to support helpless
refugees who are being persecuted by a powerful state; if he chooses to do
so, he risks certain war. In The Suppliant Women Theseus runs a similar
risk if he accedes to the suppliant mothers' just appeal for the burial of their
sons. In both plays we are encouraged to see the decision to aid the
suppUants in a positive light, yet in each case there are disquieting elements
that complicate the atmosphere of moral certainty.
Here the question of literary form is very important: A specific
narrative gives scope for particularized uncertainties, for changes of mind
about the individuals involved, and gets the audience wrapped up in these
concrete questions. The narrative forms of the sophists included not only
treatises but also fictitious speeches, such as Gorgias' Helen and Antiphon's
Tetralogies. The latter have much in common with Euripides' dramatic
form in so far as they combine concern for the standing of particular people
(the defendant in Antiphon's forensic speeches, or the Athenians in
Euripides' plays) with a capacity to generate more general, philosophical
dubieties, so that the audience may worry, for example, whether morality
really matters at all.
What unites the world of heroic myth and the thought-world of the
sophists is the idea of humanity in conflict. The individual sophists gave
separate accounts of this struggle, while Euripides presented it anew in each
drama. Common to many sophistic accounts, however, is a view of humans
as naturally at odds with one another. The sophists' responses to this
conflict differ in the way they incorporate nomos within their picture of
human society. Protagoras was the most eminent supporter of social
conventions: Without nomoi human societies could not exist; without a
stable social morality natural human aggression would run riot. Opponents
of this view stressed the priority of nature over convention. Antiphon
proposed that one should respect the nomoi in the presence of witnesses but
follow nature if one could do so undetected (87 B 44A, col. 1, D-K). Of
course, one might ask how far this is a proposal of a deeply held view. As
always with the sophists, there is the problem of display, paradox, and
games, as well as their readiness to argue for both of a pair of contraries,
which in fact is part of their philosophical interest. An opinion even more
radical than Antiphon's is brought vividly to life by Plato's Callicles, whom
Beversluis has described as "one of Plato's great achievements
—
perhaps
(after Socrates) his greatest achievement."^^ He rejects justice in its
conventional sense, arguing that the stronger should seize political power
and wealth, and so live according to "natural justice." To back up his
claims he appeals to both the behaviour of animals and to interstate politics
{Gorg. 483c-d). In The Children of Heracles we see Euripides presenting
25 Beversluis 2000: 339.
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just such a dispute between states and addressing the debate about the
meaning and value of justice; notably, he does not resolve the questions
raised by the sophists but recasts them in a uniquely calamitous and
stimulating way.
The disruption to civic life caused by the reckless pursuit of self-
interest is raised as an issue in the opening words of the play. lolaus says
(1-5):
ndXai Tiox' eaxi xom' e^ol 6e5oY|xevov
6 |xev 5iKaioc xoiq nekaq TiecpuK' dvrip,
6 6' eq TO KepSoc X,fin' extov dveinevov
noXei t' ctxpriaToq Kal avvaXkdacziv papvx;,
conwi 5' dpiaioq-
For a long time now this has been my opinion: One man is just to his
neighbours, but another whose spirit is given up to gain is useless to his
city and hard to deal with, being best to himself.
The debate about what makes a citizen dikaios runs throughout the play.
The word dike and its derivatives dominate the agon between lolaus and the
Herald of Eurystheus. The Herald claims that Argive law extends to
Athenian territory (142-43):
SiKaioi 5' ea^ev oiKot)VTe<; 7i6A,iv
aijxol KttG' ai)xcov icupiouq Kpaweiv 5(Kac .
We who inhabit that city have the right to enforce effective judgements
against our own people.
The children of Heracles are, he says, fugitives from justice (dpanexac,,
140), but the language and actions of the Herald make it clear that, in his
eyes, the force of Argive law is less compelling than the threat of Argive
violence. In fact the word bia and its derivatives are no less prominent in
this scene than the rhetoric of law and judgement (see, for example, 64, 1 12,
243, 249). It soon becomes apparent that the Herald's main argument has
nothing to do with nomos or dike but appeals solely to strength and self-
interest. He ridicules the suppliants' "useless power" (dxpeiov S-uva^iv,
58) and challenges the Athenian king to calculate his gains (153-54):
(pep' dvx{0e(; ydp • xoiaaSe x' eq yaiav naptxc,
rWictc, x' edoaq e^dyeiv, x{ KepSavevc :
Come, compare the two sides: What will you gain by admitting these
people into your country or by allowing us to take them away?
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We know that the sophists discussed the temptation for powerful states or
strong members of society to ignore the contraints of "conventional" justice,
and the action of the play reflects this debate.^^
Initially the moral divide is clearcut—a situation which is not
uncharacteristic of the early part of several plays. Both the characters
themselves and their arguments lead the audience decisively to reject the
Herald's demands. However, although the debate with the Herald is itself
straightforward, it is still relevant and stirring for an Athenian audience in
the first year of a major war: The appeal to Athenian self-interest is at first
denied in the play, but as Thucydides makes clear, things were often very
different in real life.^'' Like the characters on stage, the audience might ask
themselves whether expediency, rather than detailed consideration of right
and wrong, should be the main policy of their own relations with other
states. The scene itself appears to close this question but it is later reopened
in a shocking way.
In the play, of course, the Athenians undertake what in the
circumstances is a just war in defence of powerless refugees. They win the
war and act rightly throughout—no amount of "ironic" gloominess could
deny that. But after the defeat of the Argive forces and the capture of their
leader, Eurystheus, it is Alcmene, the mother of Heracles, who is now in the
position of deciding what to do with a defenceless captive. She herself
exults in the reversal (944):
Kpaxfii yap vvv ye kov) Kpaxei<; exi.
For now you are ruled and rule no more.^^
Alcmene regards it as unwise (oi) ao(p6v) not to exact vengeance from a
defeated enemy (881-82). Given the suppliant action's emphasis on the
value of justice, and on the necessity of controlling violence, Alcmene's
determination to murder the prisoner is clearly meant to be both provocative
and disturbing. The opposition ofphysis and nomos in the earlier part of the
play took the form of political violence versus respect for the religious
rights of suppliancy. In the final scene the "natural" drive for revenge is
countered by an Athenian law against the killing of prisoners of war
(961-66).
^^ Euripides, like Thucydides, is exploring the tragic implications of the conflict between
morality and power; cf. Macleod 1983: 145.
^' Thucydides arguably plays up the importance of amoral thought for Athenian politics
(e.g. in the Mytilenean Debate). But the fact that he does so itself points to the arresting power
of these ideas. In any case, he was evidently aware of the gap between what the Athenians
wanted to believe about themselves (that they were the champions of the innocent weak against
the strong) and what they themselves did to other states, especially in the cause of victory in
war. Decleva Caizzi 1999: 322 argues that Thucydides' account of wartime crisis reveals "the
purely conventionalist character of the social norms on which the Athenians, in Pericles'
words, prided themselves."
2* Cf. Soph. OC 1025-26 (Theseus to Creon) yvcbei 5' ioc, excov exm / Kai o' elXe SiipuvB'
i\ XX)XT[ ("Know that you, the captor, are captured and you, the hunter, fortune has trapped").
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Alcmene's interpretation of the law is notoriously "sophistic"—in the
Platonic sense of the word; that is, she only appears to be concerned with
truth and justice (cf. e.g. Phaedr. 267a6). Urged by the chorus to release
Eurystheus in accordance with the Athenians' decision, she proposes
complying with the city's law in a way that nevertheless ensures the
prisoner's death. Her craftiness recalls the Herald's cynical proposal to
Demophon (257):
a\) 5' e^opi^e, Koiit' eKeiGev a^o^ev.
Put them beyond your borders and we will take charge from there.
Because the chorus have previously insisted on the importance of the law,
their reply to Alcmene's subtle proposal is shocking (1021):
xa AiJiat' av eiri • nax; Ta5' ouv yevTiaexai;
That would be best. How then can this come about?
Despite the probable lacuna at the end of Alcmene's final speech, it seems
clear that the chorus is swayed by Alcmene's appeal to Athenian self-
interest: If Eurystheus' death and heroization will benefit Athens, as he
himself says it will, why do they hesitate (1045-46)? Alcmene's desire for
retribution wins out, and the question of justice, apparently settled in the
suppliant action of the play, is forcefully reopened. As Peter Burian says,
"The moral paradigm of the suppliants' triumph is replaced by a moral
paradox that casts a cold, uncomfortable light on everything that has gone
before."^^
The final scene thus reverses the reassuring, triumphant movement of
the suppliant action: It presents the villain Eurystheus in an unexpected
light and subverts our sympathy for Alcmene. Most surprisingly, perhaps,
the persecuted children of Heracles turn out to be the ancestors of Athens'
future enemies. Critical attention has tended to focus on what the play
reveals about the Athenians' conception of themselves and their heroic past;
as a result its capacity to shock and to stimulate is often overlooked.
Civilized order gives way to revenge as an Athenian chorus looks to its
advantage. The moral simplicities of the play's opening scenes dissolve and
the corresponding certainties—about power and justice, violence and law
—
are shaken. The play presents the struggle between the rule of morality and
the rule of force in a stark and unsettling manner, and thus reminds one
strongly of the sophists' own contributions to the political and ethical
debates of this period. In view of its challenge to such preconceptions and
certainties, and its use of dramatic form to explore both philosophical
propositions and the standing of particular people, Desmond Conacher is
Burian 1977b: 4.
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surely right to call The Children of Heracles "one of Euripides' most
Sophistic plays."^^
I turn now to look at The Suppliant Women, a work which has also
suffered from interpretation as "an encomium of Athens" (as the hypothesis
calls it). Once again I do not intend to deny the positive effects of Athens'
intervention. But, as in The Children of Heracles, Euripides here uses
sophistic ideas in a critical and provocative way. In weighing up Adrastus'
request for help, Theseus outlines a view of society intended to show that
the good things in life outnumber the bad. According to Theseus, a god
transformed humans' beastly state by giving them intelligence, language,
the means to nourish and shelter themselves, and also the chance to learn
from divination (201-13). Theseus' picture of cultural development bears
the mark of sophistic thought: Protagoras, Democritus, and Prodicus were
all interested in the development of human society, a process which they
regarded as one of progress from harsh and primitive beginnings towards
civilization.^ • However, as Donald Mastronarde has pointed out, such
optimistic rationalism often has tragic implications in Euripides' plays.^^
Here, Theseus' rosy view of human history is strongly challenged by
subsequent events, as Evadne rejects her father's pleas not to commit
suicide (1045-71) and the sons of the Seven look forward to taking revenge
on Thebes (1 143-51). Most importantly, Theseus' pious homily leads him,
contrary to the usual pattern of the suppliant drama, to reject the mothers'
request for assistance, and to undermine his own mother's compassionate
response to the suppliants. ^^ Theseus' initial reluctance is important
because it focuses our attention all the more closely on Aethra's counter-
appeal. And her appeal mingles arguments of personal prestige and national
glory with more abstract ideas that again develop sophistic concerns. The
importance of law to the preservation of human society was a recurrent
motif in sophistic thought (cf. note 24 above). Aethra asks Theseus (311-
13):
v6(i,v|a.d xe na.(yr\q avyx^oviac, 'EXkadoq
navaai- to yap toi avvexov dvGpcoTKOv 7t6A.ei(;
TO\)x' eo0', oxav xk; xovq \6\io-oc, amC,r\i Kokibq.
to prevent those who are confounding what all Greece thinks lawful. For
this is what keeps human communities together, when each person duly
respects the laws.
But whereas Protagoras, for example, appears to have combined respect for
a particular state's nomoi with agnosticism and a form of cultural relativism,
3° Conacher 1998: 93.
•" The idea in its positive form was popular in epideictic oratory; cf. Usher 1999: 19-20.
^2 Mastronarde 1986.
^^ Discussing a patriotic, historical reading of the play in terms of events at Delium, Angus
Bowie 1997: 49 has well remarked that "Theseus' reasoning challenges at the outset any sense
that the Thebans were uncomplicatedly wrong, the Athenian behaviour simply justifiable."
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Aethra invokes the notion of a Panhellenic law, ratified by the gods, so that
Athens, unlike Argos or Thebes, can appear to be fighting a just war in
defence of universal values (such as the right to burial). She thus
overcomes Theseus' high-minded and rationalistic objections, which had, as
Peter Burian says, "overlooked the awesome, disordered pathos of the
mothers, the human reality of their misery,"^'* by persuading him that
Athens' assistance will preserve both divine and human law.
Theseus' decision to go to war, albeit for a just cause, raises various
ethical and political issues which make the play deeply relevant to the
Athenian audience's own wartime conduct and dilemmas. Significantly, all
the characters in the play, even the Theban Herald (486-93), recognize the
folly and the waste of war. Moreover, Euripides does not present an
uncontested picture of an idealized Athens. The Theban Herald attacks
Theseus' proto-democracy for its vulnerability to self-interested
demagogues (410-13), and again Thucydides shows in abundance how the
Athenians were themselves prone to such influence during the
Peloponnesian War.^^
Crucially, Theseus' victorious war does not secure his optimistic vision
of a world founded on reason. His defence of nomos, both as the basis of a
well-ordered society and more specifically as the right to burial, fails to
resolve the despair and desolation of the Argives.^^ Instead Evadne actually
fulfils Adrastus' wish to die with the Seven (769), and Theseus' moderation
is forgotten in the passion for a war of revenge against Thebes. The world
proves to be a lot more messy and tragic than Theseus would have it. The
drama as a whole thus tells against his optimistic, and to some extent
sophistic, view of human life. Finally, by presenting an idealized
democratic Athens in this unsettling way Euripides challenges his audience
to review both the rule of law and the consequences of war in their own
society.
Of course, it is likely that many of the problems explored here by
Euripides had featured over thirty years before in Aeschylus' Heraclidae
and Eleusinioi, the forerunners of Euripides' Children of Heracles and
Suppliant Women. Unfortunately, we do not know enough about these
works of Aeschylus to make a comparison, but it may be helpful to consider
his own Suppliant Maidens, even if the Danaid trilogy as a whole has
substantial differences as well as similarities of theme with Euripides' plays.
3'' Burian 1985b: 134.
^^ Cf. e.g. 2. 65. 10 ff. on Pericles' successors. The debate on government between Theseus
and the Herald, which is foreshadowed in Aeschylus' Suppliant Maidens and paralleled in
many respects in Herodotus 3. 80-82, also reflects a sophistic interest in constitutions and their
comparison. Protagoras among others wrote a work "On the Constitution." For the subsequent
influence of such treatises on Isocrates and Aristotle, see de Romilly 1992: 219-24.
'^ Conacher 1998: 94 ovedooks this when he says the play has little of the complexity
shown by The Children of Heracles, but provides "a celebration of a Sophistic theme: the
idealization of nomos." Pelling 1997b: 231-32 rightly insists on the disturbing effect of Argive
grief on an Athenian audience.
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Such a comparison itself raises the larger issue of the sophists' relation to
other and earlier fifth-century thought. In The Children of Heracles the
suppliants are persecuted by a powerful state; in Aeschylus the focus is
much more personal: In this way, at least, Euripides' work appears more
immediately political. Although Aeschylus' Argive king, Pelasgus, insists
on democratic consultation and approval to a far greater extent than either
Demophon or Theseus, the play contains no formal agon about the
transferability of law from one polls to another, the abuse of political power
through self-interest, or the merits of contrasting forms of government, such
as we find in The Suppliant Women. The Herald of the sons of Aegyptus
arrives comparatively late and is on stage for a much shorter period than
Euripides' heralds (Aesch. Suppl. 841-953). He is far less articulate than
the Herald of Eurystheus, for example, and resorts immediately to threats of
violence; he does not seek to bypass the rights of suppliancy with calculated
and rhetorically sophisticated appeals to self-interest. So although
Aeschylus' Suppliant Maidens illustrates that the sophists were not entirely
original in their concern with law and political systems, it is also, as a pre-
sophistic text, interestingly different.
Euripides' plays are not allegories of history, but they do provoke
reflection on issues which were highly important to his audience and
community. The characters contend with fundamental ethical and political
problems: How can one maintain a just society? What laws should apply to
the treatment of prisoners? Can war be ethical? In The Children of
Heracles the struggle between nomos and physis, that is, between civic
values and the self-interest of the strong, is presented in the starkest manner.
In The Suppliant Women Theseus' vision of a well-ordered society is
disturbed in the latter scenes of the play when his defence of Panhellenic
law cannot avert suffering and future war. Despite the underlying
idealization of Athens found in both plays, they contain much to surprise
and unsettle an Athenian audience.
This capacity to shock and to provoke reflection about basic issues is
what links Euripides and the sophists most closely, while their shared
capacity to pose questions is what gives both their philosophical character
and importance.^'' Whereas Aristophanes lumped them together as fellow
degenerates, we are able (without comic bias) to distinguish the dramatist's
individual response to current debates and his readiness even to challenge
the new thinking itself.^^ Euripides' engagement with the sophists has often
^^ Cf. Barnes 1979: 206: "The fragments of the Sophists and of Democritus, and the plays
of Euripides, testify to a widespread and excited interest in moral matters; and that interest
extended beyond the desire to preach or to enrage, and exhibited an admirable tendency to
tunnel and to probe."
^^ Nietzsche followed Aristophanes in identifying Euripides with the sophists (as personified
by Socrates). For his remarkable influence on subsequent scholarship, see Henrichs 1986. Yet
Euripides, like Thucydides, is in fact morally conservative in an important respect; that is, his
works presuppose morality not amorality.
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been regretted as a dramatic failing. In a recent study it has been claimed
that "with Euripides, we see tragedy unable to cope with the pervasive
effects of the Peloponnesian War and with the intrusive and troubling
discourses of the sophists."^^ By contrast, I have tried to show how in these
two tragedies Euripides effectively transforms both the background of war
and the new sceptical thinking, so that far from pointing to the decline of
tragedy, these features in fact make the plays all the more interrogatory and
powerful."*^
St. Anne's College, Oxford
39 Croally 1994:252.
*''
I am grateful to Martin Cropp, Gregory Hutchinson, Kevin Lee, Judith Mossman, and
David Sansone for their valuable advice and criticism.
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Euripides and Menander: Epitrepontes, Act IV
JOHN R. PORTER
Euripides' influence on fourth-century Attic comedy—and, more
specifically, on Menander—seems to have been evident to a number of our
ancient sources.^ This influence has also been evident to modem scholars
(with a few notable exceptions),^ but its precise nature and extent, as well as
its larger significance, have proven difficult to pin down. The main
obstacle, of course, is our staggering lack of evidence. We have only one
play by Menander that is in anything like a complete state, and only some
six others for which we possess substantial portions.-' For the development
of Attic comedy in the period that separates the career of Aristophanes from
that of Menander, and for the works of Menander' s contemporaries, we
have still less information, much of it skewed according to the peculiar
interests of our principal source, Athenaios. And our knowledge of fifth-
century tragedy is far from what it might be:'* Several of Euripides' most
popular and influential works are no longer extant, while we have only the
sketchiest notion of such seemingly "Euripidean" pieces as Sophokles' lost
Tyro plays; of contemporary and later works by the so-called minor
tragedians we know little or nothing. In the end, it is generally taken as an
article of faith that a play such as Auge displayed qualities which the ancient
viewer would have recognized as distinctly Euripidean, and that the
influence of this work on later comedy would have been evident to a fourth-
century audience, but our uncertainty on this point is worth noting.
• E.g. Satyrus (P.Oxy. 1 176, fr. 39, col. 7); Quint. Inst. 10. 1. 69 (= T 101 K-A).
^ On the relationship of Menander to Euripides and fifth-century tragedy, see e.g. Meineke
1839-57: IV 705-09; Sehrt 1912; Pasquali 1918; Andrewes 1924; Burck 1933; del Grande
1952; Pertusi 1953; Fitton 1977; Webster 1960: 153-94, 1970a: 195-97, and 1974: 56-67
Katsouris 1975a: 164-81 and 1975b; Jarkho 1977; M. Poole 1978; Lef^vre 1979: 314-20
Jakel 1982; Dworacki 1983; W. G. Amott 1986; d'Atri 1987; Hurst 1990; Goldberg 1993
Nesselrath 1993; Leurini 1994; Walton and Amott 1996: 7-17. Barigazzi 1965 acknowledges
Euripidean and tragic influences, but limits their significance; Prescott 1917-19, Wehrli 1936,
esp. 114-20, and Duckworth 1994: 33-38 are still more skeptical; see Katsouris 1975b: 11-20.
For further references, see the index in Katsouris 1995, s.vv. "Euripides" and "Tragedy."
(Unfortunately, Gutzwiller 2000 became available too late to be considered here.)
^ Dyskolos is all but complete; we possess extensive fragments of Epitrepontes,
Perikeiromene, and Samia; less well represented are Aspis, Misoumenos, and Sikyonios.
Menander' s total output was in the neighborhood of 105 plays; see T 46 K-A.
^ See the study by Mastronarde in this volume.
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That Menander had tragic models in mind when developing his comic
scenarios—and that he intended his audience to notice those models—is
evident from the plays themselves, even in their mutilated state. Repeatedly
we find him citing tragic precedents for the situations in which his
characters discover themselves {Epit. 325-37 and 1123-26, Sam. 495-500)
or incorporating significant echoes of well-known tragedies {Sik. 176 ff.; cf.
Heros 84)^ that, to the better read among his audience, must have
encouraged intertextual readings of the scenes in which they appear.^ And,
although Euripides is mentioned by name only once in extant Menander
{Asp. 421), a relatively high proportion of such echoes would appear to be
Euripidean in origin.' But what to make of such allusions? Do they merely
represent a continuation of comedy's traditional dialogue with tragedy, and
of Euripides' prominence within this dialogue (as Lanowski 1965 and, more
recently. Hurst 1990 have argued), or is the degree of engagement more
profound, and, if so, what is its precise nature? My goal here, in an attempt
to bring some focus to the issue, is to examine Epitrepontes—in particular,
two scenes in Act IV—and consider what light it might shed on the matter.
The results of such an approach will, of necessity, be limited but might
serve to suggest one method of tackling the question.
Epitrepontes is generally taken to offer a prime example of the subtlety
and scope of Euripides' influence on Menander, and with good reason. The
plot recalls such Euripidean plays as Alope and Auge,^ while the lengthy
second act would seem to recall the agon of Alope fairly directly.^ In
watching this arbitration scene, the audience enters a curiously liminal space
so far as considerations of genre are concerned. It altogether lacks the
buffoonery between characters of humble or servile status that marks, for
example, the similar confrontation at Rudens 906 ff. (based on an original
by Diphilus);'^ instead, Menander offers an extended dyoiv ^oycov, with
emphasis on the rhetorical elaboration of opposing cases regarding a
5 See Koenen 1969: 9.
^ On the nature of the fourth-century audience and the general popularity of Euripides, see
Katsouris 1974; Kuch 1978. For references to plays and playwrights in Greek New Comedy,
see Slater 1985.
^ See especially Sehrt 1912.
^ On Alope, see Wilamowitz 1925: 127-32; Wehrli 1936: 118-19; Borecky 1955; Webster
1967a: 94. W. S. Anderson 1982 discusses and discounts possible connections to Euripides'
Auge\ Rosivach 1998: 43-46 suggests that Auge may have provided a model for the
development of the rape motif in later comedy.
^ Wilamowitz 1925: 132 raises doubts on this point; see, most recently, Scafuro 1997: 160-
61; Stockert 1997:9-10.
'° On the arbitration scene in Epitrepontes, see most recently Taragna Novo 1988; Martina
1989; Scafuro 1997: 154-68. (As in the reminiscence of Eur. Or. 866 ff. at Sik. 176 ff.—on
which, see W. G. Amott 1986; Goldberg 1993—it is difficult to see parody as a motive for this
scene.) For the essential fidelity of Rud. 906 ff. to its Greek original, see e.g. MacCary 1973,
esp. 200-04, and Scafuro 1997: 161-68, esp. 161 n. 18. Riemer 1996: 133-61 argues that the
agon is a Plautine insertion. (Riemer's analysis is weakened by his failure to consider the
fragments of Greek New Comedy; in effect, he merely elaborates the case of W. H. Friedrich
1953 and others, relying heavily on modem assumptions of dramatic form and economy.)
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fundamentally serious issue: the future of the helpless infant. What humor
is evident—for example, in the naive fervor with which Syros presses his
case,'' or the quintessentially Menandrian allusions to the poet's tragic
models at lines 325 ff.'^—never infringes to any great extent on the
essentially serious nature of the confrontation: There is little sign of
Carnival here. While the scene displays little of the tragic diction or
rhetorical finesse that characterize the typical Euripidean agon,'^ the
earnestness of the debate, its form, and its specific echoing of the equivalent
scene in Alope locate it in the world of Euripidean tragedy.''^ This tragic
coloring is highlighted by the contrast with the brief, highly colloquial
confrontation between Syros and Onesimos that follows at 382 ff.: The
latter operates fully within the realm of comedy, altogether lacking the
formal associations of the preceding agon; it also returns us to the plot
proper, which has been suspended during the entertaining but, in practical
terms, largely irrelevant debate between Syros and Daos. On the other
hand, the humble status of the contestants in this arbitration, the identity of
the arbiter,'^ and the audience's general knowledge that the play is, after all,
a comedy, leaven the scene, providing assurance that a comic peripety and
happy denouement lie in the offing. The result is a scene that is neither
fully comic nor, in any serious sense, tragic, but operates in an oddly
indeterminate space as a curious melange of the two genres.
It is in the climactic fourth act, however, that the resonances with
earlier tragedy are most striking. The act consists of four scenes (the third
of which can be divided into two parts): 1. a debate between Pamphile and
her father Smikrines (lines 714-835 of the preserved text); 2. the meeting
between Pamphile and Habrotonon (853-77: the first half of the
dvayvcopioK;); 3a. Onesimos' terrified account of Kharisios' eavesdropping
at the door (878-907), which introduces 3b. Kharisios' self-denunciatory
monologue (908-32); and, finally, 4. the meeting between Kharisios,
Onesimos, and Habrotonon (932-78: the second half of the dvayvcopiaic;
and the happy conclusion of the play's main conflicts). As in the second
act, an alternation is evident between scenes with a tragic coloring, which
do little in practical terms to advance the action of the play (scenes 1 and 3),
and those that operate in the colloquial, down-to-earth world of comedy and
" Syros' interruption at 247 marks the scene as comic (cf. Bain 1977a: 150 and Handley
1987: 306), as do the "juridical" interrogations at 270 and 274.
'2 See above and cf. e.g. Asp. 399 ff., Sam. 589 ff. As Scafuro 1997: 158 and n. 11
indicates, however, allusions to tragedy had become increasingly common in the forensic
oratory of the later fourth century; cf. Wilson 1996.
'^ Hunter 1987: 284 offers some useful observations on this aspect of the scene.
''' Cf. Sandbach 1970: 129, on Sik. 176 ff., who finds that the latter passage recalls the
messenger reports of tragedy in form and function, but, except for the strictness of its rhythms,
does not echo the language of tragedy to a high degree.
'^ Like Kerkyon in Alope, Smikrines is in fact the foundling's grandfather. Smikrines,
however, is a less august figure than Kerkyon seems to have been: Throughout the play he
assumes the role of the hot-headed, essentially comic ono\)5ai0(;.
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focus more closely on the immediate issues at hand (scenes 2 and 4). An
examination of scenes 1 and 3 reveals the same deliberate blurring of genres
as is evident in the arbitration scene of Act II.
The first thirteen lines of Act IV are badly damaged, but the nature of
the opening is clear. '^ Smikrines, who has heard rumors that the foundling
whose fate he adjudicated is the son of Kharisios and Habrotonon, has
commanded Pamphile to desert her husband and return home with her
dowry. She replies that, should Smikrines compel her to such a course of
action against her will, he could no longer be considered her father but her
master, however well-intentioned his attempt to save her (715, o-ukexi
TcaxTip Kpivoi' av aXka 6ea7t6xri<;). The opposition Tiaxr\p-dean6xr[c, is a
familiar one and recalls the numerous reflections in comedy on the proper
relationship of father to child (although it is instructive for the presentation
of Pamphile in this scene that the child is, generally speaking, a sori)}'^ In
this instance, however, Pamphile' s remark merely provides the opening for
a lengthy pfiai(; on the part of Smikrines (716-800), to which Pamphile
responds with what, in its complete form, must have been another
substantial speech (801 ff.).'^
Even in its fragmentary state, the scene is intriguing in the context of a
New Comedy. While it presents a situation that can be paralleled in other
comic texts, it does so in terms that, as in Act II, seem deliberately to place
the audience in the world of Euripidean tragedy. Most notable is the figure
of Pamphile, an independent, strong-willed female character who engages in
a lengthy, highly rhetorical dycbv Xoyfov against her father. This scenario is
not without parallel in comedy—a similar situation is presented in the well-
known Didot papyrus'^—but such a scene does seem to have been relatively
rare, most female characters in New Comedy being drawn from the demi-
monde of slaves, procuresses, eiaipai, and naXXaKai, and—especially
when the daughters of citizens—of mature years. Unmarried and newly-
married citizen daughters do not appear on stage often; still less frequently
'^ For a speculative reconstruction of the text of Epit. 702-10, see Martina 1997 (with the
introductory note on p. xxviii). Unless otherwise noted, I use Martina's text for Epit. 702-835.
" E.g. Ter. An. 236 ff., Ad. 76. On fathers and sons in New Comedy, see Legrand 1917:
129-38; Wehrli 1936: 56-69; Fantham 1971; Hunter 1985: 95-109; Grant 1986; Sutton 1993;
Sherberg 1995; and, for the fifth century, Strauss 1993.
'^Turner 1983, followed by Sandbach 1990, suggests that Pamphile's speech may have
ended at ouaav in 830, mainly on the basis of fi|ia<; in 834. While certainty is impossible,
Gronewald 1986: 12-13, followed by Martina 1997, argues for assigning 830b-35 to Pamphile.
(Note especially Gronewald's conjecture that ^\]\i.a.c, CKeivTi 8iap[aXei at 834 might answer
5iaB]aXei at in 787.) For further reflections on Pamphile's speech, see Casanova 1997.
'^ The status of P.Didot I is far from certain. Page 1941: 180-85 argues for the possibility
of a fourth-century tragic origin, while Casanova 1997 regards it as a post-Menandrian
rhetorical exercise in the manner of Euripides. For a review of the issues, see Gomme and
Sandbach 1973: 723-24. Cf. Plaut. Stick. 1-146 (loosely based on Menander's First Adelphoi)
and see n. 21 below, on Rhet. Her. 2. 24. 38 (included by Jocelyn 1967 among the fragments of
Ennius' Cresphontes, but possibly of comic origin). Sbordone 1985 offers a historical parallel;
Scafuro 1997: 308 and 314 cites Dem. 41. 4 and Isae. 2. 8-9.
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are they assigned formal speeches.^^ The obvious models for Pamphile
belong not to the world of comedy but to that of tragedy—more particularly,
Euripidean tragedy. ^^ The ties to Euripides do not, of course, lie solely in
the appearance on stage of a strong-willed female character, or her
participation in a lengthy agon; rather, they are revealed (so far as the
damaged condition of the text allows us to discern) in the self-consciously
rhetorical terms of the debate, in particular rhetorical techniques, and in the
domestic nature of the issues with which the argument deals. ^^
As we have seen, Pamphile' s protest that her father should employ
persuasion rather than force provides Smikrines with the opening for his
lengthy pfjaK; (714-19):
ria. aXk' ei ^e aw^cov touxo ^Tl neiaaic, E\ii,
o\)KeTi Tiaxfip Kplvoi' av aXka dean6xr\q. 715
I|i.. Xoyov 5e 6evtai t[a]\)Ta Kal at)|X7ie{aea)(;;
oiL)K e7i[in]6[X«iov; a]\)[T6, n]a|X(p{A,Ti, Poa
(pcovTiv d(pvev • ei 5e m^ie 6ei A^eyeiv,
exoi]|a[6]<; ev^ii, xpia 6e ooi npoOriao^av.
Smikrines' speech opens with an obvious rhetorical ploy. Seizing upon
Pamphile' s assertion (714) that JieiGco, not Pia, should be the means of
winning her compliance, he twists this argument into a biting rhetorical
question that indignantly echoes Pamphile' s words {cv[iKeiae(oq at 716
echoing mioaic, at 714) while effectively asserting the strength of his own
position.2^ No need for rhetorical means here, he exclaims: . The facts
themselves cry out against the foolishness of her attempt to remain with
Kharisios. Smikrines' heated rhetoric is pure Euripides, recalling the
^^ On the relative youthfulness of Pamphile, cf. Rosivach 1984: 213; on the striking nature
of her characterization, see Macua Martinez 1996: 234-36. A useful but inexact parallel is
provided by Glykera at Pk. 708-25 (cited by Barigazzi 1955: 285-86); cf. below, note 32. It is
possible, e.g., that plays by Ameinias, Apollodoros of Karystos, Apollodoros of Gela, Diphilos,
and Krobylos titled 'AnoXtinovaa I 'AnoXinouoa contained similar scenes; cf. Wehrli 1936:
48-49.
^' Fitton 1977: 11 cites Eur. fr. 655 N as possible evidence for a similarly assertive
Laodameia in Protesilaos, while John Gibert (in this volume) addresses the question of
Andromeda's role in the play of the same name. Pausanias' account (2. 28. 3-5) of the travails
of Hymetho may reflect a treatment of her myth in tragedy (e.g. Webster 1967a: 254-55;
Harder 1991, esp. 125-26 and 128-29, notes that the fragmentary hypothesis of Euripides'
Temenidai—the most likely candidate for such a treatment—seems to indicate that Hymetho
had at most a minor role in that play). Ennius fr. LIII Jocelyn (= Rhet. Her. 2. 24. 38) offers
another parallel from tragedy (if it is indeed tragic in origin; see Jocelyn 1967: 270-77;
Rosivach 1984: 216-18; Scafuro 1997: 308 n. 66; and note, with Scafuro 1997: 318, the
similarity to Plaut. Stick. 130-31).
^^ Scafuro 1997: 313-18 offers a useful rhetorical analysis of this scene and the similarly
rhetorical P.Didot I. On the legal and moral issues that inform the scene, see Scafuro 1997:
323-25.
^^ The artificiality of the noun av^ntiatax;, a hapax, is perhaps a further indication of the
elaborate scorn with which Smikrines begins his presentation.
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latter's fondness for just such elaborately argumentative introductions. ^^^ It
finds a particularly close parallel in the words that Tyndareos (another
typically dyspeptic Yepwv)^^ employs at the opening of his denunciation of
Orestes at Orestes 490-95:
Me. opyri Y«P«^«<^o^ '<^«'^'roY'lpa<;oi)ao(p6v. 490
T\). npbq xovde ao(piaq xic, av (xywv tikov nepi;^^
ei xa KaXa nocai (pavepa Kal xa \ir] KaXd,
xot)xo\) xiq dvSpwv eyevex' douvexcbxepoq,
oaxiq x6 \ie.v SiKaiov oijk eoKeyaxo
01)5' rj^Gev enl xov koivov 'EA,A,riv(ov v6^lov. 495
As in the Epitrepontes passage, we find a sarcastic echo of the opponent's
language, cast in the form of an indignant rhetorical question, and a similar
assertion that the speaker's position represents no more than self-evident
common sense.
In the case of Smikrines, the reference to TieiGco (716) and to rhetorical
means of persuasion adds another Euripidean touch, recalling the self-
conscious allusions to rhetorical methods in which the latter's works
abound.^^ This self-conscious strain continues in the announcement of
Smikrines' strategy that follows at 719 (xpia 5e aoi 7ipo9T|ao|j.ai). Just
what Smikrines' three points are remains in doubt,^^ but this proclamation
of the course his oration will take is, again, typical of Euripides' rhetorical
style.29
A good deal of the rest of Smikrines' speech is lost. What remains
suggests the sort of aggressive, overbearing diatribe commonly associated
with the stem yepovieq of comedy. Here too, however, rhetorical devices
are prominent: the hammering repetition of av at 720 and 721 (the latter
restored by Sudhaus; cf. 753 [Wilamowitz] and 789 [Koenen-Gagos]); the
insistent second-person singular present imperatives at 750 (Kaxap.dv0ave),
752 (oKOTcei), and 798 (v6|ii^e); the exasperated rhetorical question at 751
(o-UKo-uv d7i6A,(oXev ohxoq ofxoA.oyo'uiievax;;); the vivid 6iaTiL)7rcoai(;
employed to illustrate Pamphile's future plight at 752 ff. (cf. 786-92); the
cunning blend of anaphora, asyndeton, and inversion at 795-96 (nXeiova
^* See Lloyd 1992: 25-27; cf. Gould 1978: 51. Cf. e.g. the indignant rhetorical questions
employed by the elderiy Pheres at Eur. Alk. 675-76 and Peleus at Andr. 590-91.
^5 See Porter 1994: 109 n. 27.
26 On the text of Or. 491, see Porter 1994: 103 n. 1 1. (I print Person's text.)
2'' See esp. Hek. 814-19 and Phoen. 469-72; cf. e.g. Hipp. 486-89 and 503-06, Tro. 966-
68, Bak. 266-71, fr. 206 N and see Jouan 1984.
28 Gomme and Sandbach 1973: 355; Prosser 1981; Turner 1983: 40; Gronewald 1986: 8.
2^ Cf. e.g. Eur. HF 1255-57 and Medea's programmatic ek xtov 5e Tcpcotcov npcoTov ap^onai
^eyeiv (Med. 475; like Epit. 719, this formal notice serves to mark the transition from proem to
argument proper and is followed by a succinct statement of the first point to be developed).
Similar transitional passages occur at Hipp. 991-93. Hek. 1 195-96, El. 1060, HF 174-76, Tro.
916-17, M 1148.
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TiavoDpyei, Tt^eiov' oiS', aiaxi)veTai / o-uSev, KoA-aKevei |xaX,^ov);3^ and
the sardonic concluding assurance (at 797-98) that the speaker's assertions
are as reliable as if pronounced by the Pythia herself (which nicely rounds
out the speech by echoing the sentiment of the introductory 7 16-1 8). ^^
Such devices anchor Smikrines both in the realm of New Comedy (as the
typical paternal blocking figure) and that of Euripidean tragedy, where the
models for such elaborately rhetorical pTiaeiq are located.
Much less remains of Pamphile's response. The conclusions that we
can draw concerning its form and content must therefore be limited. Still,
her speech seems to be cast in the same self-consciously rhetorical mold as
that of her father. Particularly noticeable is Pamphile's repeated use of the
rhetorical question (suggested, more or less plausibly, at 809 [Gronewald],
814, 815-16 [Gronewald] or 815-17 [Martina], 817-19, 821, 829, 829-32
[Gronewald], and 834):^^ xhese give her speech a forceful insistence to
match that of Smikrines and reveal her to be a worthy opponent for her
father. Even in its fragmentary state, the text shows Pamphile responding in
detail to Smikrines' arguments: that Kharisios faces ruin (815-16,
introduced by the pointed o jiev yap einac, apzioi[c,y, that his attempt to
maintain two households will lead to disaster (822 [6\)' oiKiaq oiKOiivxai];
cf. 749-51); that he will drive her from the house (aXX' eKPa^ei |xe; 829);
that Habrotonon will slander her (Ti]}JLaq eKeivri 6iap[aA,e'i, 834; cf. 787).
Again, such detailed, point-by-point refutations are characteristic of
Euripidean debates, whose speakers regularly call attention in this way to
the rhetorical challenges they must meet.^^ In the end, Pamphile recalls the
heroines of Euripidean tragedy not simply by her integrity or her
participation in a formal agon, but, it would seem, by the rhetorical mode in
which she operates.
A tantaUzing hint as to the further resonances of the scene is provided
by Gronewald's suggested reading at 803-04: Kai yap (ppoveiv Ei[|x' ox>
KaxTi / ]iov. While the text is far from secure (especially in 804,
where Gronewald reads T(pKe]iov, while Koenen-Gagos suggest to
Pe^xjiov or to Ka{p]iov), the general tone of Gronewald's reconstruction is
reasonable enough, providing a neat conclusion to Pamphile's opening
assertion of her right to respond to her father's arguments (801-03).^'*
^° On the reading Ttavo-upyei in 795, see Giacomoni 1996. Cf. the similarly elegant del
o])a)0pa)7td^o\)oa, vo\)0eTot)o' dei at 791.
3' Cf. e.g. Lloyd 1992: 87 on the similar balance between Phoen. 469-72 and 494-96.
^^ Cf. the repeated use of this device at PL 708-19 and in P.Didot I.
^^ The use of be-oztpov at 808 might offer further evidence of such rhetorical self-
consciousness (cf. e.g. Eur. Tro. 920), but the fragmentary context makes certainty impossible.
^'^ Note e.g. the echo of P.Didot I. 10-12: Kauoi y', co ndxep, / ei tdXXa Kpiveiv eotIv
dvoriTov Y^VTi, / Jtepl ttov y' Ea\)xfi(; TtpayiidTwv I'oax; (ppovei. (At 803 Koenen-Gagos offer
the less convincing ei[ji' eunopoq; cf. below.) In his editio princeps Gronewald suggests cb
Ttdxelp, enfiv yvmnriv Xeyeiv ninka[K6.c, \iz ydp / del nepl] rtdvTcav, o t{ jio8' Tiyei a\)|icpepe[iv,
/ o nfj n' d(p]eXTi at 801-03. A more recent examination of the papyrus (augmented by new
finds) has led him to suggest w Ttdxejp, eutiv yvwuriv Xeyeiv 7te7iA,aq[nevriv / exco Tiepl]
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Moreover, it recalls a particularly famous—and particularly apt
—
Euripidean model: the opening of Melanippe's famous pfiaic; in Melanippe
the Wise?^ The latter does not survive but is directly echoed by
Aristophanes' Lysistrata (another comic heroine with connections to those
of tragedy) at Lysistrata 1 124-25:
A\). eyd) yovfi fiev eijxi, voaj<; 6' eveaxi |j.oi-
a\)X\\ 5' e^a\)Tfi<; ot) KaKcbq y\<s)\iy\c, exto.-'^
The connection to Melanippe, if accepted, is intriguing. Both she and
Pamphile engage in dycoveq before their fathers. In each case, the issue at
hand has been precipitated by the birth of an illegitimate baby (or, in the
case of Melanippe, babies) of whose existence the girl's father is ignorant.
Thus both women are compelled to present their case in such a way that
their guilty secret will remain hidden: Melanippe cannot confess that the
children are hers rather than the monstrous offspring of cattle, while
Pamphile must conceal the true reason for Kharisios' behavior—his
discovery that she had already borne a child in secret, prior to their
marriage. Finally, both speeches would seem to be characterized by an
underlying pathos, as each of these women must struggle simultaneously
against her father's misguided intentions and her own hidden grief.
^'^
Melanippe's discourse was renowned, of course, for its learned artifice:
In a well-known passage, Aristotle cites it as a 7tapd5eiY|ia . . . xov . .
.
(XTipeKovc; Kai |ifi dpiioxTovToq,^^ and it may be the inspiration for
Moschion's equally desperate, if briefer and less contrived, disquisition at
Samia 137 ff. on the artificiality of the distinction between yvrjaioi and
Ttdvtojv, 6 ti 7to0' fiyei o\)H(pepe[iv, / ii Kd(p]eA.Ti, which Martina translates as, "(ho da) dire la
mia opini'one, intomo a tutto cio che in ogni circostanza ritieni possa importare, con astuzie e
raggiri o anche in modo semplice e schietto." Clearly, any reconstruction must be speculative
in the extreme, but the reading of Gronewald's editio princeps sounds a much more likely
theme, given the identity of the speaker and Menander's general practice. Although this scene
is marked by its rhetorical cast, a Pamphile who comments on her abilities to speak in a variety
of rhetorical registers is scarcely credible. (Unfortunately, the text of 804-06, where Pamphile
continues her train of thought, is too damaged to be restored with confidence.)
^^ On Euripides' Melanippe plays, see Cropp in Collard et al. 1995: 240-80. Another
echo
—
probably of Mel. Soph, and perhaps from the same speech—is found at Epit. 1084-99;
see Cropp on Eur. fr. 506 N.
^^ Eur. fr. 483 N. Cropp (previous note) and Henderson 1987: ad loc. deny that Lys. 1 125 is
inspired by the Euripidean original, principally because of the discrepancy between Lys. 1 126-
27 and Eur. fr. 484 N. There need be no contradiction, however, between an initial claim
establishing Melanippe's ability to speak effectively (based—like that of Praxagora at Ar. Ekkl.
243-44—on contact with the male world of public discourse; cf. McClure 1999: 24-26) and a
later reference to her mother's authority for a particular argument (cf. Eur. Hel. 513-14). That
the scholiast to Aristophanes refers to only a single line as originating from Euripides' play is
troubling but not conclusive, particularly given that the line cited is Lys. 1 125 (cf. Soph. fr. 710
Radt on the confusion occasioned by Z'^''' ad Aris. Plut. 635), nor does it preclude the
possibility, e.g., that Lys. 1125-27 recall the Euripidean passage without quoting it directly (cf.
Nauck ad loc.).
" Cf. Scafuro 1997: 324-25.
^* Arist. Poet. 1454a28-30. Cf. the comment in the hypothesis (Eur. fr. 665a M): A^oyov eiq
Tiapairnoiv e^eOriKe cpiXoxinov.
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v66oi. Pamphile's speech evokes a more complex response. Its most
notable feature is not its artifice but the long-suffering fidelity the speaker
displays toward her errant husband, her determination to stand by Kharisios
come what may. Modern critics might cite her forgiving stance
—
particularly her reference to Kharisios' plight as an dx-uxTiiia—as evidence
of the degree to which Pamphile has assimilated the values of the
patriarchy, which ranked unquestioning fidelity as one of the cardinal
virtues of a wife.^^ Menander's viewers were more likely to have been
struck, however, by the emotional depth and complexity accorded
Pamphile's character in contrast to the stereotypical and rather two-
dimensional roles that seem to have been associated with free-bom women
in fourth-century comedy. The struggle of Pamphile to balance loyalty to
her husband and her own remorse (however irtational the latter might be, on
the modem view) against her duties toward her father is a serious one and
contains within it the seeds of tragedy.'*^ This being Menander, these seeds
are never allowed to sprout. But, from what the text allows us to see, they
are carefully cultivated, in no small part through such devices and allusions
as those I have just examined. Unfortunately, the fragmentary state of
Pamphile's speech prevents us from disceming the precise degree to which
her inner stmggles are revealed to the audience through the hidden nuances
of her arguments: As we shall see, however, those arguments clearly were
framed to reveal to the eavesdropping Kharisios the falseness of his own
position.
The agon and a tearful monologue on the part of Pamphile comprise
some 150 lines in all—over one half of the fourth act. There follows the
brief recognition scene between Pamphile and Habrotonon at lines 853-77.
The latter is important, not only for the assurance it provides of a happy
outcome (were any assurance necessary), but because it clears the way for
the mock-tragic scene involving Onesimos and Kharisios that follows. No
longer distracted by concem for how Menander's complex plot will sort
itself out, the audience can enjoy the latter scene (on one level, at least) as
high comedy, confident in the knowledge that Kharisios' despair is without
foundation. On the other hand, the audience's certainty regarding the
immediate course of the plot also frees it to ponder the ethical issues upon
which Kharisios dwells.
Kharisios' entrance forms the climax of the play. In all likelihood, this
is his first (and perhaps his only) appearance on stage.'*' His monologue
^' Note 813 and, perhaps, 818; cf. enxaiKev at 821 and see 915, 918, and 921-22 (with e.g.
Konstan 1994b and 1995: 145-48; Rosivach 1998: 31-32). See, however, Scafuro 1997: 324-
25. A telling echo is found at Men. fr. 236. 1 1 K-A; cf. T. Williams 1961: 57.
'**' See especially Visser 1986 on the conflicting loyalties that beset young brides and brides-
to-be in Greek and Roman myth. For the social and legal contexts of Pamphile's speech, see T.
Williams 1961.
"*' See Gomme and Sandbach 1973: on Epit. 908 and 1 120 ff.; Hunter 1985: 60-61; cf. Bain
1977a: 195 n. 1. (Contrast Primmer 1986: 134-35.) On the separation of the two protagonists,
see Zagagi 1995: 68.
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here, together with the brief scene with Onesimos and Habrotonon that
follows, therefore offers the principal opportunity for the audience to
evaluate his character at first hand. Although testimony of various sorts has
been presented to suggest that Kharisios is the typical good-hearted
lieipdcKiov of Menandrian comedy (particularly Habrotonon's assurances, at
lines 430-41, that, so far as Kharisios is concerned, she could still qualify as
a Kavricpopoq), it is here alone that he is permitted to prove himself worthy
both of Pamphile's loyalty and of the happiness about to be visited upon
him. To look at it another way, it is here above all that Menander is able to
endow his comic peripety with an ethical cast, presenting Kharisios' good
fortune as more than simple dumb luck but as in some way consonant with
his character.'*^ To this end, the playwright casts the scene as a mock-tragic
dvayvcapiaK;, but an ctvayvcopiaK; that, despite its humorous overtones,
evinces a decidedly moralizing bent. What Kharisios comes to recognize
here is not his paternity of Pamphile's child, which is left for the following
scene, but the unfairness and cruelty of his earlier behavior toward his wife.
Thus what begins as mock tragedy is quickly transformed into a
quintessentially Menandrian scene of dawning self-awareness and moral
reflection. It is here that Menander' s exploitation of the devices of the
tragic stage is most sophisticated, as he transforms the typical "recognition"
of tragedy into a "comic" dvayvcopiaK; that is at once more philosophical in
tone and more humane.
The scene opens with Onesimos' terrified entrance at 878. Onesimos is
overtly cast in the role of the it,ayyeXoq familiar from Greek tragedy: an
unassuming character of servile or humble origin who reports events that
have taken place behind the scaenae frons. Commentators have compared
the GepotTKOv oi Alkestis lAl ff.: Both are household slaves familiar with
their master's affairs; both deliver a relatively brief report of 25-30 lines in
down-to-earth terms (although the diction employed by Euripides' Gepdncov
is, on the whole, more in the high tragic style); and, unlike the typical
e^dyye^oq of tragedy, both are accorded a role in the play and a
colorfulness of character which transcend their function as messengers.
Despite these similarities, however, the comparison with Alkestis 141 ff.
neglects one of the more striking features of Onesimos' appearance here: its
comically exaggerated agitation, which not only provides a welcome
contrast to the earnest scenes that have preceded it but creates expectations
regarding Kharisios' eventual entry that Menander will later exploit.
Onesimos' first words immediately identify him as a hybrid of the
comic coward (a variation on the frantic servus currens) and the tragic
il,dyye'koq^^—a terrified messenger come to announce a catastrophe within
'*2 Cf. Vogt-Spira 1992: 171 and 179-83.
^^ See Csapo 1986: 69-165, esp. 72-73 (on Men. Asp. 399 ff. as a useful, if inexact, parallel
to the servus currens) and 137-38 (on e^dyyeAx)i). Cf. W. S. Anderson 1970 and, on comic
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the house and to prepare for the arrival of a crazed protagonist, as, for
example, at Sophokles' Oidipous 1223 ff. (preparing for the entrance of the
blinded Oidipous), Euripides' Herakles 910 ff. (the announcement of
Herakles' bloody deeds within the palace), and Euripides' Orestes 1369 ff.
(the terrified report of the Phrygian messenger).'*'* I pick up at line 878,
where Onesimos suddenly bursts onto the stage:
U7t0|j.aive9' oi)xo(;, vt] tov 'knoXkat, ixaivexav
|j,e|X(xvrix' dA-tiGcoq- ^aivexai vfi xouq 0eov)q.
xov SeoTtoxriv Xeyco Xapiaiov. xo^t^ 880
^eXaiva TtpooTienxcoKev ii xoiouxo [xi.
xi yap av xiq eiKaaeiev akXo yeyovevai;
In his fear, Onesimos comically trips all over himself, repeatedly shouting
that "this man" is insane, but leaving it unclear just whom he means until
line 880. Comic entrances of this sort are, of course, common: The slave
Pyrrhias, for example, enlivens the opening scene of Dyskolos by running
onto the stage shouting (82), "The fellow chasing me is mad! Mad, I
say!'"*^ In our scene, however, the repeated reference to Kharisios'
madness—in combination with the staging and the invocation of Apollo and
the other gods—calls to mind such well-known tragic figures as Alkmaion,
Aias, or (as in the passages noted earlier) Herakles and Orestes. The
association of Onesimos with the E^dyye^oc; of tragedy is encouraged not
only by the subject matter and staging (a lone figure dashing frantically
from the skene onto an empty stage)"*^ but, to a certain degree, by the
agitation of these initial lines. On the tragic stage such agitation is
frequently indicated by means of the meter (as, for example, in the passages
from Herakles and Orestes just cited), but a useful parallel for Onesimos'
lines is offered by Sophokles' Oidipous, lines 1223 ff.:
CO YTi<; ^eyiaxa xfia5' del xi^imiievoi,
ol' epy' dKovaeoG', oia 5' eia6vj/ea9', ooov 5'
dpeioGe nevGoq . .
.
Here we find another z^ayyzkoc, who proclaims disaster via a similarly
maddening deferral of meaning. (In this case, it is not until line 1235 that
the messenger gives any concrete information about what has occurred in
the palace of Oidipous.) In particular, Sophokles' use of repetition,
reinforced by parallelism and anaphora, performs a function similar to
messengers, Fraenkel 1912: 5-53; Wagner 1913; Hunter 1985: 129-30; Battezzato 1995: 66-
70 (who qualifies the usual association of figures such as Daos with the it,a.T(zko<^).
'*'• Cf. Battezzato 1995: 66, on "la contaminazione fra il ruolo del messaggero e I'ingresso
patetico" evident in Or. 1369 ff. As Battezzato notes, "questo modello di ingresso avra un
sequito nella commedia nuova." Cf. Harms 1914: 28-30.
^^ Cf. Men. Sam. 359-66.
*^ The surprise occasioned by Onesimos' terrified entry would be all the greater, in that, of
necessity, it is not introduced by an entrance announcement.
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Onesimos' comic variations on ^laivexai and his repeated invocation of the
gods: In each case, the poet simultaneously heightens and frustrates the
audience's expectations.
Of course, Onesimos is anything but a tragic figure, since he altogether
lacks the dignity of the typical k^dyyeXoc,, while (as we shall see) the
catastrophe that he has to announce is, ultimately, a false one.'*^ Menander
exploits this dissonance with a great deal of skill to present a hybrid of
comic elements and various tragic reminiscences suggested by the scene's
subject, function, and staging. Throughout the description of Kharisios'
symptoms the playwright cunningly invokes tragic descriptions of mental
distress or madness, but always through the filter of the comic narrator
Onesimos, who employs a mixture of comic and poetic diction mingled
with echoes of the technical treatises of the medical writers. Most
noticeable, in the present passage, is the sudden descent into comic
prosaicness at 880-82, marked by the humorous parenthesis in which
Kharisios is identified at 880 (since tragic messengers do not normally break
off their angst-laden cries to offer footnotes of this sort)'*^ and the shift at
880-81 from the tragic ^laivexai to the comic-prosaic xo^ti [iiXawa^^ In
the same way, r\XkaTxe xpcoiiaxa at 887 suggests such tragic portrayals of
mental distress as that at Medea 1 168;^^ as Kharisios evinces these "tragic"
symptoms, however, he is stooped over in a decidedly untragic pose
(6iaKV7iTcov, 884)^' eavesdropping at the doorway while Pamphile and her
father chatter (e>.dX,ei, 886—another decidedly untragic word)^^ about
"something or other" (xi jiepl [xov npay^Laioq, 885).
A similar mixture of high tragedy, prosaic description, comic
persiflage, and general ridiculousness characterizes the further description
of Kharisios' responses at 888 ff. As his anguish grows, Kharisios utters a
tragic cry of distress (dveKpaye, 889), begins to beat himself upon the head,
and then, once Smikrines has departed, retires into the house to give full
vent to his remorse (891-93):
to 5e Tiepaq,
d)<; Tcdvxa SiaKovaaq d7tfiX.9' el'aco noxe,
"^^ As Csapo well remarks (1986: 138), "The highly emotional comic exangelos . . . transmits
humour by making grief out of nothing. The greater the visible stress under which the
exangelos labours, the greater the humorous incongruity."
"^ Cf. Bain 1977a: 197-98. Note in particular the double asyndeton.
'*' XoXt) is employed relatively infrequently in the works of Aiskhylos, Sophokles, and
Euripides (I count seven instances), never as simple metonymy for madness (cf., however,
Aiskh. Kho. 183-84). In the comedians and prose authors, by contrast, xokr\ \ik'hx\\a or, more
often, ^leAxxYXoAxx(o (along with the related neXdyxoXoq and iieXa-yxoXiKoq) are commonplace
(cf. e.g. Asp. 306 and 339, Dysk. 89. Sam. 563); cf. xoXaq at Epit. 393. See Padel 1995: 47-54.
^° For the wording, cf. Eur. Phoen. 1246, with Mastronarde 1994: ad loc.
^' KuTtTO) and its compounds, while common in comedy, do not appear in the surviving
works of Aiskhylos, Sophokles, or Euripides.
"Cf. Gomme and Sandbach 1973: on Epit. 248^9 and Pk. 347; Hunter 1985: 119 and
n. 11.
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Here we find a Kharisios who engages in behavior worthy of the great
sufferers of the tragic stage, but whose anguish is described in grandiose
terms which smack of paratragedy. Sophokles' tragic heroes, for example,
frequently "roar" or "bellow" in their distress;^^ the pulling of hair is, of
course, a customary sign of "tragic" sorrow or remorse;^"* Euripides'
characters are often "beside themselves" with grief, drunkenness, or folly ;^^
and the sight of tragic figures withdrawing ominously into the skene to vent
their grief and perhaps commit deeds of a more dire sort is also familiar
(most notably, the exit of Oidipous at OT 1 182-85; cf., however, Eurydike
at Ant. 1244-56 and Deianeira at Trakh. 813-20). In this instance, however,
it is not a Herakles, Oidipous, or Aias whose agonies are thus portrayed but
the forlorn Kharisios, and, while his "symptoms" are tragic, they are
presented in decidedly prosaic and (as Sandbach has indicated) artificial
terms that smack of comic persiflage.^^
Finally, Kharisios' insane anger (900, ^Ximi 9' vcpai^iov TipeOiaixevoq)
and the terror this inspires in the hapless messenger also recall such grand
tragic scenes. Bloodshot eyes are a common symptom of insanity,
according to our ancient sources. They are cited by the chorus of
Aiskhylos' Agamemnon (1428) as a sign of Klytaimestra's frenzy and give
one of the earliest indications of Herakles' incipient madness in Euripides'
Herakles (933). Again, however, Menander offers a curious mixture: on the
one hand, high tragedy (in the symptom itself and in the verb epe0{^to, a
good "tragic" word); on the other, a decided prosaicness (in the phrase
v(pai|iov P^eTiei, which, like much of Onesimos' diction, is reminiscent of
the medical writers). ^^ In the same vein, the exaggerated expressions of
terror voiced by Onesimos at 901-07—in anticipation of Kharisios'
arrival—are very much in the mode of high comedy, yet they also directly
recall such portentous scenes as the announcement of the blinded Oidipous'
entrance in Sophokles' Oidipous and (even more aptly) Amphitryon's
panicked response to Herakles' awakening in Euripides' Herakles.^^
Onesimos exits as he enters, a comic slave cloaked in the garb of the tragic
e^dyye^oq, preparing us for the revelation of some grand tragic pathos.
" E.g. Aj. 322. Trakh. 805, 904, 1072, OT 1265.
^'^ E.g. Aiskh. Suppl. 839.
55 E.g. Or. 1021, Bak. 359, fr. 265 N.
5^ BpuxrjGnof; has its roots in high poetry (Ppux«onai: cf. Men. Sik. 221 and fr. 668 K-A)
but the term itself seems to be prosaic. TlX^l6(; is used at Aiskh. Suppl. 839 but is otherwise
restricted to prosaic contexts. (For pulling of hair in comic contexts, cf. Men. Dysk. 673-74,
Epit. 488, Heros 5, Mis. 322, Sik. 220-21; on Onesimos' fondness for nouns in -^oq, see
Sandbach 1970: 134-36.) "EKOtaoK; is another prosaic term, common in the medical writers.
" See Fraenkel 1950: on Aiskh. Ag. 1428 (esp. the citation of I Eur. Or. 256).
5^ Cf. the Phrygian servant's terror at Eur. Or. 1375-79, which seems, by contrast, to draw
upon comic traditions.
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In the event, of course, Kharisios is no Herakles. In contrast to the
passionate states associated with high tragedy, his is the anguish of an
essentially decent young man forced to recognize that his behavior toward
his wife has been anything but decent. Onesimos has good reason to fear
Kharisios' anger, but the audience is more likely to be struck by the glaring
discrepancy between the dangerous "tragic" emotions suggested by
Onesimos' report and the innocuous, inward-looking passivity that
characterizes Kharisios' actual response. ^^ Unlike the typical hero of
tragedy, Kharisios experiences a moral dvayvcopiOK;—a dawning
awareness of the double standard he has employed in his dealings with his
wife and of the unworthiness of his own behavior in contrast to her
devotion. The contrast between the generic expectations aroused by
Onesimos' account and the reflective Kharisios who actually emerges from
the Skene highlights all the more the curious nature of this seemingly quite
Mn-Aristotelian dvayvcopiaK;, which does not concern a recognition of
persons or facts, but a new appreciation of the moral quality of the speaker's
past actions. It is this emphasis on the moral awakening of Kharisios, and
on the distress that attends his new self-awareness, that sets him apart from
the tragic models suggested by Onesimos' introduction and marks him as a
distinctly Menandrian character.
In terms of advancing the plot, this scene is largely irrelevant: As we
have seen, the circumstances necessary for a happy resolution of the play's
conflicts are all in place once Habrotonon has met and recognized Pamphile.
Yet in a sense it is Kharisios' monologue that provides the true peripety of
the play and lays the ground for an ending that is both happy and morally
satisfying: It is only after he has demonstrated, through his remorse, that he
is deserving of Pamphile' s loyalty that Kharisios is rewarded with the happy
news about their child. As a result, the ctvayvcopiaK; scene, although
technically irrelevant to the mechanics of the plot, is crucial to the play's
emotional structure and, in a curious fashion, performs precisely the
function associated with "recognitions" in Aristotle's Poetics—the bringing
about of a climactic reversal. ^°
In contrast to Terence's Hecyra,^^ then, the reunion of husband and
wife in this play is presented as in some sense merited by the couple's
loyalty to one another and their general decency. In fact, Menander goes
out of his way to emphasize this element of the plot in the play's final act.
^^ Some members of the audience may have noticed echoes of scenes such as that at Eur.
Andr. 802 ff.: There are decidedly feminine elements in the description of Kharisios'
sufferings which I hope to explore elsewhere. (Note, e.g., his confinement within the oiKoq
while surreptitiously eavesdropping on the words of those outside; also his use of co YA,-uK\)TdTr|
at 888, with Bain 1984: 37.) Cf. Macua Martinez 1996: 235, "... Carisio, el supuesto
protagonista masculine de la comedia, asiste pasivamente al naufragio de su proprio
matrimonio, cuya salvaci6n procura la intervenci6n externa de la hetera, pero cuya continuidad
s61o estd garantizada por el amor incondicional y la tenacidad de su esposa."
^ Arist. Poei. 1452a22-b8.
^' See Pierce 1998: 131-36; Slater 1999; cf. Blanchard 1983: 333-34, with nn. 58 and 59.
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At lines 873-74 (in the second scene of Act IV), Habrotonon, having
informed Pamphile that Kharisios was in fact the father of her now-
recovered child, remarks that some divinity has had pity on the two of them.
At the end of the play Onesimos, in the course of mocking Smikrines'
officious interference in his daughter's affairs, identifies this divinity as
one's character or xpoTioq, placed by the god within each individual to look
after his or her well-being.^^ In the immediate context, Onesimos means no
more than that Smikrines is making himself wretched to no purpose. But, as
we have seen, the play itself bears out Onesimos' observation: In the course
of Act IV, both Pamphile and Kharisios have demonstrated a soundness of
character that has allowed them to weather the blows of xvxt\ and enjoy the
salvation that the beneficent gods of New Comedy invariably visit upon the
deserving. This theme of virtue rewarded informs the travails of
Menander's young lovers repeatedly: Consider, for example, Sostratos in
the Dyskolos, Thrasonides in the Misoumenos, and Stratophanes in the
Sikyonios. The result is certainly nothing like high tragedy, nor does it
suggest a sophisticated engagement with any particular philosophical
doctrine; but it does in a curious way associate this conventional comedy of
circumstances with the earlier tragic tradition. ^^ The gods of Menander's
world are every bit as inscrutable as those, e.g., of Sophokles' Oidipous. As
in Sophokles, they work through a concatenation of individual human
decisions (each in turn motivated by the peculiar circumstances and
character of the particular agent) operating in conjunction with apparent
happenstance to bring about what seems to be a fated end. That this end is
more humane and morally satisfying than is the case in Sophokles may say
as much about the age in which Menander is writing as it does about his
chosen genre.^
What, then, to make of all of this? It is clear that what Menander is
presenting is a far cry from comic burlesque or the humorous re-working of
a single play: As we have seen, a number of specifically Euripidean models
seem to be invoked in the course of the scenes we have been examining
—
Alope, Auge, Melanippe—and, possibly, several non-Euripidean models as
well.^^ More striking than any specific debts is the degree to which
Menander assimilates various conventions of the tragic stage, in one place
(the debate between Pamphile and Smikrines) to engage the audience's
emotions more immediately and invest a scene with something of the high
seriousness of the tragic stage, in another (Onesimos' report) to create a
^2 Men. Epil. 1084-99 (recalling Eur. fr. 506 N); cf. Men. fr. 500 K-A.
^3 Cf. Landfester 1989, esp. 348-59.
^ See Zagagi 1990. Comparisons with Euripides' "happier" plays (e.g. IT or Helen) might
suggest themselves; see, e.g., Leo's influential comments on New Comedy's debt to the latter
(Leo 1912: 165-66). Even at their "happiest," however, Euripides' works are marked by a
brooding presentiment of the irrational and possibly arbitrary forces that govern human
existence; cf. below.
"Cf. Hunter 1985: 134-36.
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curious sort of misdirection that is humorous and yet, as we have seen, also
serves to highlight the poet's distinctive transformation of the tragic
dvayvcopiaK;. Menander has digested and appropriated tragic devices and
techniques in a much more fundamental sense than is evident in earlier
comedy. Plautus' Amphitruo (which I take to be based upon a fourth-
century original)^^ offers an instructive contrast. Its dramatic approach (at
one xevel) is something like a cross between satyr-play and Stoppard's
Rosencrantz and Guildenstem Are Dead. It abounds in "tragic" scenes and
devices—for example, the two extensive messenger speeches, the "palace
miracle"—but solely for the sake of comic pastiche. In the case of
Menander, by contrast, we find not only a coherent and quasi-realistic
approach to plot and characterization reminiscent of tragedy, but an action
which is modeled after the tragic plots recommended by Aristotle yet
adapted to new ends. Of course, Aristophanes had invoked tragic exemplars
in, for example, Akharnians and Lysistrata in an attempt to assert for
Tp-uycpSia the same authority traditionally accorded tragedy.^^ But again
there is a crucial difference: Menander has not only appropriated tragic
devices but assimilated and transformed them.
To many scholars it has seemed evident that, in effecting this
transformation, Menander is consciously emulating Euripides, and there is
no doubt that there are numerous specific borrowings from—and allusions
to—individual Euripidean plays in the Menandrian corpus, or that the bulk
of the techniques and devices we have been examining have a definitely
Euripidean cast. It is possible to argue, however, that Euripides' influence
has become so pervasive by the latter half of the fourth century that it is to a
great degree virtually transparent: What we are tempted to term
Euripidean—the articulation of plots around dvayvcoptoeK; and
UrixavTuiaia, the presentation of characters with the types of rhetorical bent
examined by Ruth Scodel elsewhere in this volume, the depiction of a world
seemingly dominated by xxi'm but where the good are eventually rewarded,
the down-to-earth tone and focus on common human experiences, the
engagement with social issues—might well have been regarded by
Menander and his audience as merely "tragic." Viewed from this
perspective, Menander' s comedies attest the ultimate triumph of Euripides'
art: One can argue that they reflect a period when "tragedy," for the popular
audiences that attended Menander' s plays in Athens and elsewhere, was in
many ways fundamentally Euripidean tragedy. Yet the vision that informs
Menander' s works lacks the spirit of anomie which characterizes even
Euripides' "happier" plays: The careful integration of his plots and the
continual impression of a divine hand that guides his characters' fates—for
all of the apparent chaos on stage—associate Menander' s plays more firmly
«* Pace e.g. Leftvre 1982; Stark 1982; Slater 1990a.
^' See e.g. Taplin 1983 and Foley 1988.
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with the world of Sophoklean drama (and, perhaps, Peripatetic theory) than
with the disturbing vision of Sophokles' younger contemporary.^^
University ofSaskatchewan
^^ Much of the early research for this paper was done at the Center for Hellenic Studies in
Washington, DC in the summer of 1995. I would like to thank the directors and the staff at the
Center for their hospitality and assistance. Thanks are also due to the conference organizers
and the reviewers for their helpful comments and criticisms.

Myth and Religion

Introduction
CHRISTIAN WILDBERG
In the second half of the fifth century, Athens was a place where questions
of myth and religion boiled to the surface of the consciousness of
individuals and became a matter of increasing public concern. Years and
seasons were structured and marked by the traditional rhythm of numerous
religious festivals, sacrifices and processions. Public building activities
throughout the city employed an unprecedented amount of energy and
resources in the erection of temples, shrines and sanctuaries. But
underneath the facade of public religious practice profound changes took
place that shook the religious fabric of the polls society to their foundations.
Political hegemony brought Athens increasingly into contact with the
religious conventions of other states and societies, both Greek and
barbarian; the propagation of expertise and learning through the natural
philosophers, medical practitioners and sophists displaced the appeal of
tradition and folklore; the discovery of the manipulative power of rhetoric
deflated ancestral claims to authority; and finally, democratic emancipation
from the socio-political structures of archaic Greece exposed the
problematic nature of parts of the hitherto prevalent ideology, the reign of
the Olympians being one of these.
The severity of the strain exacted by these changes is visible in an array
of apparent or real contradictions. An influx of foreigners into the Piraeus
compelled the city to embrace new cults and inaugurate new festivals; yet
an individual's public proclamation of what might be construed as impiety
or disbelief could lead to indictment, exile and execution. It was a time in
which Protagoras could endorse judicious skepticism about the nature of the
gods, but also a time which heard a public outcry over the vandalizing of the
Herms. It was a time in which the author of the Sisyphus-fragment (88 B
25 D-K) could ventilate, on stage, the radical thesis that gods were naught
but a clever invention by the resentful and underprivileged, yet also a time
in which the Athenian general Nicias lost an entire army on account of
pious superstition.
Hence, the study of myth and religion in fifth-century Athens is a
complex, multi-dimensional and polymorphous undertaking. Without
losing sight of the kind of contradictions just mentioned, it amounts to an
effort not only to understand the ideological heart and mind of a
representative portion of a society, but also to conceptualize, however
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tentatively, the totality of worship, cults and rituals in all their polytheistic,
regional and diachronic ramifications and implications.
The inclusion, in this collection of papers, of a section on religious and
mythical elements in Euripides needs no justification since his plays are
direct testimony to the intellectual, political and religious life of the
Athenians, and they abound with "religious elements" such as dramatic
epiphanies, enacted rituals and sacrifices, prayers and hymns, as well as
constant references to the gods in the dramatic discourse. Euripides has
served and always will serve as one of our main literary sources for a
historical understanding of the religious aspects of the Athenian polis
society. But Euripides' plays are by no means unproblematic sources, for
what we would like to understand through and from them is inevitably
veiled behind a curtain of theatrical illusion, behind plots that obey their
own idiosyncratic logic of dramatic suppositions and consequences, behind
the rhetoric of characters and, above all, behind the unpredictable variability
of a brilliantly creative artistic mind. As one contributor to this volume has
previously put it (C. P. Segal 1989b: 9): "One of the most difficult
problems in the interpretation of Euripidean tragedy is the role and meaning
of the gods."
Much of twentieth-century scholarship on Euripides was centered
around the problem how we might address the private religious sentiment of
the dominant intellectual figure that Euripides surely was. Other scholarly
publications have focused their attention on his ironic use of ritual, on the
artful incorporation of and reference to existing cults, on a survey of
religious language and anti-religious utterances in his plays. The discussion
has been as disparate as it has been inconclusive. Given the dissonance of
the voices, the present collection of six articles on myth and religion does
not even gesture at outlining some kind of "sum total" of modern
scholarship in this field. Instead, it merely attempts to offer a critical mass
of representative approaches which make the various mythical and religious
aspects of the plays visible and discuss them from different perspectives and
with different methodologies.
William Furley, in his "Hymns in Euripidean Tragedy," recognizes 22
major examples of hymnal poetry in extant Euripidean tragedy, of which he
discusses roughly a third. His particular focus is on the very different
hymns to Apollo by Ion and Creusa in the Ion and on the hymns to more
"abstract entities" in other plays. Furley observes that an important function
of religious practice in ancient Greece was "diagnosis": Whenever there
was a disruption on the human level, whether private or social, it was of
paramount importance to discover which deity had been offended and was
now causing the problem, and how the deity could be appeased. Furley
goes on to argue that "Euripides' plays depend to a remarkable degree on
the diagnostic character of Greek religion" and that Euripides' hymns, just
like hymns in real life, can be seen as a community's or an individual's
attempt to remedy the "perceived falling-out with a god." This apparently
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seamless mimesis of real life is, however, subverted by Euripides' frequent
juxtaposition of traditional hymns with wholly disconcerting dramatic
events, as for example in the Phaethon, when the wedding song for
Phaethon is sung just after the audience (but not the chorus) has learned
about his fatal fall; or the triumphal paean sung to Artemis in the Iphigenia
in Aulis immediately before the sacrificial killing of Iphigenia. Hymns do
not simply generate an elevated, ritual atmosphere, but Euripides uses them
as poignant counterfoils to the unfolding plot.
Euripidean tragedies frequently end with a character or deus ex
machina announcing the foundation of a cult or cult-feature which
commemorates the events narrated dramatically in the play. The tragedian
seems to be deliberately crossing the boundary from myth to history, and
interpreters often infer that the cults and rituals which Euripides enunciates
were, or could have been, perfectly familiar to the audience because they
were real. Angeliki Tzanetou, in her contribution on the Iphigenia in
TauriSy shows to what extent one can in fact fruitfully speculate about the
significance of dramatic features if one brings them into a subtle dialogue
with the features of cults that are known to have existed in Attica. Tzanetou
assumes that, unlike us, the ancient audience was highly versed in "ritual
grammar," that is to say in perceiving, understanding and deciphering
meaning in and through a ritual code. The legitimate question then arises:
What can one say about a drama if one looks at it from the audience's ritual
perspective? Tzanetou argues that the dramatic plot of the Iphigenia in
Tauris unfolds along the lines of a ritual sequence that is compar^le to the
rite of initiation of young Athenian girls at Brauron, known as the Arkteia.
The ancient audience may well have made this association and understood
the ritual journeys of both Orestes and Iphigenia in that play as congruent
with the triadic ritual structure of "separation," "transition with near-death
experience" and "reintegration," a pattern which was familiar to them from
the Arkteia rite of passage at Brauron.
The next paper, which also deals with the Iphigenia in Tauris, along
with a number of other plays, offers by contrast a spirited attack on the view
that dramatic references to ritual and cult establish a significant linkage
between theater and reality. Scott Scullion begins his discussion of
"Tradition and Invention in Euripidean Aitiology" with what he takes to be
three clear and indisputable cases of Euripidean cult-related invention: the
tomb of Neoptolemus at Delphi (Andromache); the inscription of the oath of
Adrastus in Delphi, binding the Argives to perpetual non-aggression toward
Athens (Suppliant Women); and the foundation of a cult of Helen as savior
of sailors (Helen and Orestes). Scullion rejects the tempting practice of
regarding late sources like Strabo and Pausanias as providing us with
sufficient evidence for the reality of cults mentioned in tragedy precisely
because they and authors like them tended to regard the tragedians as
authorities for religious history. They are not. Scullion argues, for it is not
just the case that Euripides self-consciously manipulates existing myths and
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cult aetiologies in order to create an effect that has been called "ritual
irony"; he more often than not simply invented either whole cults or the
aetiologies of existing cults as part of the dramatic plot, as reflexes of a
play's themes. Scullion further elaborates and defends this point with
reference to well-known examples of Euripidean cult aetiologies, such as
the cult of Medea's children in Corinth, the hero worship of Hippolytus at
Troizen, or the two features of the cults of Artemis at Halai and Brauron
that are mentioned at the end of Iphigenia in Tauris. Scullion concludes
that tragedy actually allowed and accommodated, for purely literary
purposes, the ad hoc invention of entirely imaginary aitia, rituals and cults.
My own contribution discusses three plays, the Medea, the Hippolytus
and the Bacchae. The focus in this paper lies on two religious phenomena
that are dramatically operative in some of Euripides' tragedies, human piety
and divine epiphany. The paper deals in its first part with the Medea and
argues that a particular and innovative conception of piety as service
(UKTipeaia) underlies the motivation of the main character. The
significance of -UTiripeaia in the history of Greek religion is further clarified
by associating it with the Socratic notion of piety. The second part attempts
to make sense of the nature of those epiphanies which are not simple ex
machina surprises of closure but rather integral parts of a play. The
appearance of gods in the Hippolytus and the Bacchae can be understood, I
argue, as a function of the economy of the plays, and in particular as a
function of the mental and moral disposition of the protagonist. These
dramatic epiphanies are not to be interpreted as the "revelations" of a god's
nature as conceived by the playwright; rather, what we encounter are
instances of dramatic reciprocity, i.e. dramatic reactions to the way in which
a protagonist fails or succeeds in relating to a deity. The author's
underlying supposition seems to have been that gods reveal themselves in
accordance with the given parameters of a human being's character and
disposition. In order to test the plausibility of the interpretation offered, the
paper confronts the question whether the views reconstructed on the basis of
the textual evidence are historically possible instances of views that could
have been held by a fifth-century intellectual.
Vasiliki Giannopoulou takes the discussion of the nature and
significance of the gods one step further. The complex dramatic narratives
of Euripidean plays often display a puzzling interaction between human
planning, divine will and what appear to be mere chance events which seem
to be manipulated or controlled by neither humans nor gods. In her paper
on the Ion, Giannopoulou carefully examines the occurrences of tyche in the
Ion and elsewhere, tracking the intricate relationship between divine agency
and the fortuitous. Giannopoulou is sensitive to the distinction between an
understanding of tyche diS factum (a chance event) and tyche as an active
force that may or may not be coupled with the divine. There are a number
of instances in Euripides where characters explicitly distinguish between
tyche and the gods, wondering occasionally which one is more powerful
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(for references, see p. 261 n. 19). In the Ion, Apollo's plan is clearly at least
partially derailed by chance when the course of events acquires an
unpredictable momentum of its own. Divine providence seems to be
subjected to chance, and Giannopoulou concludes that the agency of tyche
can operate on gods in the same way as on human beings. However, the
incommensurability of the fortuitous and the providential which Euripides
foregrounds does not warrant the conclusion that the gods have lost their
power, or that history tout court is subject to mere chance. Still, the tension
between rational agency and tyche remains unresolved, and Euripides seems
deliberately to highlight the power of the unexpected, which puts constraints
even on the execution of divine plans.
The Bacchae always features prominently in any discussion of religious
elements in Euripides. As is well known, the text at the end of this play is
lacunose, leaving it open to speculation what exactly happens to the
scattered remains of Pentheus' body, which of the three characters (Agave,
Cadmus, Dionysus) speaks which lines and what precisely is the content of
the first part of Dionysus' rhesis. Evidence for some of the lost portions can
be found in fifth-century papyrus fragments from Antinoe and a twelfth-
century Byzantine play about the Passion of Christ (Christus Patiens).
Charles Segal, in his reconsideration of the ending of the Bacchae, offers a
sensitive reading of the final scene of that play which takes into account all
the remaining evidence as well as parallels from other tragedies. Segal
argues that as part of the agonizing transition from maenadic ecstasy to the
recognition of reality Agave breaks into a long lament in which she
assembles on stage, slowly and painfully, the severed pieces of Pentheus'
body—a scene of excruciating dramatic horror which is unparalleled in the
extant tragic corpus. The brutality of the compositio membrorum
underscores the horrendous consequences that ensue from a failure
adequately to recognize the divinity that is both most terrible and most
gentle to humans (Bacch. 86(^1). As the play moves towards closure, the
mood becomes relentlessly resigned and pessimistic, thus raising disturbing
questions about the nature of this god and the regime of the Olympians.
Qua literary recasting of the myth of Dionysus, Euripides' play, as Segal
points out, is not so much the dramatic rendering of a ritual, but rather a
provocative reflection on that ritual.
Princeton University
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Hymns in Euripidean Tragedy*
WILLIAM D. FURLEY
I. Introduction
There is an aspect of Greek religion which one might call diagnostic. The
first book of the first poem, the Iliad, sets up a paradigm which has
virtually universal validity for the next eight centuries. The Achaean army
is beset by plague which they are at a loss to cure. A mission is sent to
Apollo's priest Chryses, who announces that Apollo is offended by
Agamemnon's treatment of the priest's daughter. He has sent a plague as
punishment. Relief lies in restoring Chryseis and appeasing Apollo with
religious rites: sacrifice, purification and, above all, the singing of paians to
the god.'
What I see as paradigmatic in this narrative is (1) the identification of a
personal divine agent as cause of a human problem and (2) the attempt to
remedy it with rites tailored to match the identity of the divine agent: in this
case purification and paians for Apollo as god of ritual purity and the paian.
It is this seeking for, and then ritually responding to, a perceived divine
agent in the event of crisis or uncertainty which I call "diagnostic."^ Greek
religion frequently reveals itself as medicine for the individual or society,
offering the symbolic language of diagnosis and cure.
*
I wish to thank the conference organizers Martin Cropp and Kevin Lee and the
coordinator of the section on religion, Christian Wildberg, for their hospitality before and
during the Banff conference. My thanks also go to Jan Maarten Bremer for valuable
suggestions on this paper.
' //. 1. 472-74 01 5e Kav^l^leplOl [ioXn^ Geov iX,daKOV-to / KaXov dei8ovxe(;
TtaiTiova Kotipoi 'Axaitov, / \iiXnovxEq eKdepyov 6 5e (ppeva xepTiei' dKoucov.
^ This is surely one of the crucial differences between polytheism and monotheism; in the
latter, there is no uncertainty as to which god is offended or has turned his regard from one.
One of the classic inquiries put to the Delphic oracle was: "To which gods should I sacrifice
to conduct X undertaking successfully?" (e.g. Xenophon's inquiry before joining Kyros,
Anab. 3. 1. 4-7). A good example of speculative diagnosis in Euripides comes in Hippolytos
when the chorus regard Phaidra's debilitated state and wonder to themselves which god is
behind it (141-47): Is she possessed by Pan or Hekate, the Korybantes, the Mountain
Mother, or Diktynna? An amusing example comes in Aristophanes' Wasps, when son
Bdelykleon wishes to cure father Philokleon of his neurotic addiction to jury duty (114 ff.):
First he tries the therapy of words, then, when that fails, purification, treatment with
Korybantic rites and finally incubation in the Asklepieion at Aigina.
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Polytheism offered a wide range of deities to choose from when
considering which god might help best in a given situation. In Euripides'
day Athens was blessed—or cursed—with a veritable army of self-professed
experts ready to advise individuals as to which god was responsible for a care
or worry, and which ritual cure would be most effective: oracle-mongers,
dream-interpreters, initiators into the Orphic cult, seers, soothsayers, not to
speak of higher authorities such as the Panhellenic oracles at Delphi,
Didyma, Ammon and elsewhere. All these sources of divine expertise
offered individuals and states answers to the following questions: Which
god or gods should be approached, and how? The individual would go away
and, typically, offer prayer and sacrifice to the named deity. Individuals
spoke their prayers—in fact they probably chanted them in plain-song
manner—or they sang them. The stone which records one version of the
famous paian to Asklepios known as the Paean Erythraeus also contains on
its reverse side lines instructing the petitioner of Asklepios to "chant the
paian three times round the altar."^ That is to say, the divide between prayer
and hymn is fluid: Spoken words could become musical through intonation
and repetition; the words of a hymn need not differ from those of a prayer in
any way.'^ An interesting example of the overlap between hymns and
prayers, still in the cult of Asklepios, comes at Herodas 4, "Women
Visiting the Temple of Asklepios," which opens with the prayer to
Asklepios spoken by one (or both) of the two women who have come to the
sanctuary to sacrifice a cock in thanks for the god's good offices.^ The
elaborate invocation of Asklepios and all his other healing relatives with
which their prayer opens is strictly comparable with various authentic cult
hymns to Asklepios which we possess.
A community was more likely to "set up a chorus," xopov laidvai, in
its effort to placate or thank the god concerned.^ One example: At
Bacchylides 11. 108 ff., when Artemis persuaded Hera to release the
daughters of Proitos from their god-sent madness, they built her an altar and
^ riaicovi^eiv Ttpcotov Jiepi t6|i Pcanov Tot» 'Aji6XX(ovo(; tovSe io\i. itaicova eoxpii;.
There follows the mutilated text of a short paian addressed to Apollo. For the text, see Graf
1985: 250-57; cf. Kappel 1992: 190-92.
'* Race 1990: 103 n. 50, says that "the distinction between cultic hymns and prayers mainly
involves a question of emphasis": Prayers, in his opinion, emphasize the request made of a
god, whereas hymns "have more elaborate invocations," and sometimes contain no request.
Pulleyn 1997: 43-55 attempts to define the difference between hymns and prayers not in
terms of external characteristics (length, music, metricality, etc.) but rather in terms of
function: A prayer sets out exclusively to petition deity, either offering sacrifice (etc.) in
return or reminding the deity of previous sacrifice, whilst a hymn praises and worships as
well as petitioning, hence its content consists of a "word-offering" in place of sacrifice.
Confronted with the problem that prayers contain praise and hymns frequently accompanied
sacrifice (!), Pulleyn adopts the position that the hymn form contaminated the prayer form.
But these are quicksands: We might easily say that prayers influence hymns, or rather, are
an anterior form to hymns altogether.
^
'AoKXtinio) dvaTiGeioai Kai Guaid^ovoai 1-18. Cf. the editions by I. C.
Cunningham, Oxford 1971 and Leipzig 1987 (Teubner).
*Cf. Burkert 1977: 168.
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Kal xopo\)(; laxav ywaiKcov, "and they set up choruses of
women," that is, to sing choral hymns to Artemis on behalf of the
community^ When we come to examine the texts of the hymns sung on
such occasions we find that they continue the focussing process which the
initial choice of gods to be addressed had commenced. As William Race has
clearly demonstrated for the case of Pindar, hymns tend, in their course, to
move from the general to the specific: First the god is invoked, then his
identity is defined more precisely by selecting epithets and epikleseis, his
powers and achievements are listed or narrated using various forms of
predication—all leading up to the formulation of the precise request or
appeal at the end.^ From complete darkness as to the cause and origin of a
divine affliction or boon, the act of hymn-singing aims at elucidating the
identity of the god perceived to be responsible, and then obtaining that god's
goodwill through the resources of worshipful language, pleasing music and
devotional dance.^
When a playwright uses a hymn in his play he is transposing an artistic
form from its original home in actual cult to a performance of a quite
different kind, the dramatic festival of Dionysos. What the spectators
witness in the orchestra of the theatre is no longer an actual cult song
addressing an actual concern of theirs, but rather a fictional representation of
this activity so familiar to them from everyday life.'^ The choric hymn in
tragedy is part of the imitation of life, to speak with Aristotle. It is not my
intention here to go into the question of the origins of tragedy. I will make
no claim that hymns to the gods constituted the original germ of tragedy,
although from an historical point of view there can be no doubt that the
theatrical chorus is a development of cult xopoU^ A recent collection of
essays
—
Arion 3.1 (1994-95) and 4.1 (1996)—has focused to good purpose
on the changes required, and observable, in the course of this metathesis
from cultic to theatrical chorus. When Attic drama becomes visible to us in
' The hymn-singing which typically accompanied the inauguration or restitution of a cult
is well illustrated by Aristophanes, Peace 774 ff., where the goddess Peace is restored to the
accompaniment of joyous hymn-singing. Names such as Stesichoros, "Chorus-Trainer," or
Hagesichora, "Chorus-Leader," point to the familiarity of the concept. At Eur. El. 177-78
we find the expression used not of inaugural rites but of the regular choral singing performed
by Argive girls for Hera (oil)5' loxaoa xopo\)<; / 'Apyeiai^ ana viijKpaK;).
^ Cf. Race 1990: 91: "This passage [sc. Pindar O. 4. 1-16] well illustrates the typical
movement of hymns from the general to the particular, from the god in all his powers to the
specific occasion on which his help is requested. . . It is the function of the invocation to
prepare for the request by defining those powers which the hymnist wishes to explore."
^ Cf. W. D. Furiey 1995.
'° Cf. C. P. Segal 1996b: 20: "Although the odes of tragedy are modelled upon traditional
choral songs like paeans, epinicians, dithyrambs and so on, they are not independent ritual
acts. They are fictitious rituals for mythical characters. . . Because of this distance from an
actual ritual, the dramatist can use ritiial forms with greater freedom and even reflect on the
nature of ritual."
" On the subject generally, cf. Herington 1985. On the germinal quality of religious
choral performance for all areas of Greek society and as an educational institution, see
Bacon 1994-95.
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Aeschylus, the transformation is already complete: Everything that happens
in the play belongs to the play. The drama is a unified, integrated whole
where all the parts contribute to the illusion of recreated myth-time. There
are no conspicuous breaks with the dramatic illusion in extant tragedy, in
the manner loved by Aristophanes.
A choral hymn in tragedy performed within the context of the City
Dionysia raises the theoretical question whether the audience was supposed
to perceive the choral performance as related to Dionysos' cult—that is, as
situated within the civic context of the festival of theatre—or strictly to that
of the cult imitated within the play. Albert Henrichs has devoted studies to
an aspect of this question: those points in choral odes when the chorus refers
to its own singing and dancing with expressions like "let us dance," "we
will dance and sing of," "I will not dance," "our dance" and so on.'^ He
takes these as markers of choric self-awareness as dancers in Dionysos'
festival; i.e. as pointers drawing the audience's attention away from the play
and toward the activity of these players in the orchestra, dancing indirectly in
honour of Dionysos. This argument permits him the further conclusion
that choral odes form a bridge between the play and the Dionysiac context of
its performance: The chorus is always, to a certain extent, a thiasos of
Dionysos. I do not believe these moments of self-referentiality in choral
odes represent any kind of break with the dramatic illusion. Study of hymns
in tragedy points in the opposite direction. There are many examples of
self-referentiality in such hymns, and always these fit within the dramatic
context: The chorus, qua fictional chorus in a city of myth—Thebes,
Argos, Pherai, wherever—exhorts itself to perform the hymn or other form
of lyric song required by the play's purpose. The chorus are playing a
chorus; true, as actors they are part of the Dionysiac festival of theatre and
the audience would have recognized that fact, if asked. But within the play,
the chorus has its identity as a fictional chorus representing a group within
the play's chosen world. To take a very simple example, the chorus of
Athenian serving women in the Ion exhort themselves in a hymn which I
will discuss shortly: "Pray, girls" (468, iKeievaaxe 6', cb Kopai); but this
declaration of gender ("girls") applies to their dramatic identity, not to their
status as male members of the chorus. Genuine examples of cult hymns
also contain many elements of self-referentiality: references to the dance,
music, words, accompanying sacrifice of a hymn.'^ I believe that choric
self-referentiality in tragedy mirrors the self-referentiality of such cult
'2 Henrichs 1994-95 and 1996b.
'^ Let one example suffice; the first Paean Delphicus (whose author B^lis 1992 has now
identified as one Athenaios), contains the lines (8-16): "Behold the famous, mighty city of
Athens, dwelling / in worship of warrior Athena on unshaken ground. / On holy altars
Hephaistos burns the thighs of bullocks; / with the flames the smell of incense wafts to
heaven. / High and clear the reed pours forth intriguing melodies / and the sweet-voiced
golden lyre resounds to our hymns. / The whole swarm of singers come from Athens / hymns
you, famous musician son of mighty Zeus." The hymn describes its own performance with
such emphasis and pride that Apollo could hardly fail to take heed!
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hymns, and in no way reminds the audience that the chorus is dancing for
Dionysos, rather than the purpose required by the play.
In theory a play might contain any kind of lyric hymn, from paian and
dithyramb to more obscure forms such as the hyporchema or prosodion. In
fact it is very difficult to identify a perfect specimen, as it were, of any par-
ticular type. What we do find is many approximations to the various forms:
that is, choral odes which "smack" of the paian or enkomion or hymeneal or
partheneion, for example. In his study "Apollo in Ivy," Ian Rutherford has
discussed the very flexible usage to which the paian was put in tragedy;^'*
this particular form is quite easily recognized by virtue of the paeanic
epiphthegma—iri Tiaidv. However, Rutherford establishes that from an
origin as communal song-dance of the young men of a polis in honour of
Apollo, the paian in tragedy is adapted to a wide range of contexts: a female
chorus, solo song, gods not usually associated with the paian, even funeral
dirges masquerading as paians. This general phenomenon of the adaptability
of cult song to tragic context is a reflection, of course, of the new
surroundings in which these traditional songs find themselves: They must
be adapted to their dramatic contexts or they would be "Fremdkorper" in the
play.
II. Ion
Many—if not the majority—of Euripides' plays depend to a remarkable
degree on the diagnostic character of Greek religion which I outliaed above.
Euripides has a predilection for a prologue which gives an initial diagnosis
of the case in hand in terms of which god is personally responsible for the
unfolding of the ensuing action. Death tells of his arrangement with Apollo
in the Alkestis; Aphrodite announces her desire to hound Hippolytos in the
play of his name; Dionysos names Pentheus as the victim in the Bacchae.
According to the model I have sketched so far in order to locate the
significance of hymns within individual plays, these prologues present the
initial diagnosis: The question, "Which god?" has already been answered.
The hymns in the play which follows correspond within their dramatic
setting to the prayers and choroi which, in real life, would represent the
response of an individual or community to a perceived falling-out with a
god. In making the diagnosis of divine agency so explicit in his plays,
Euripides contrasts strongly with Sophocles, who tends to keep divine
agency behind the scenes. As Ann Michelini has pointed out,'^ [\^q^q
explicit divine prologues and appearances of the deus ex machina at the end
are another aspect of Euripidean formalism: By bringing such stage
conventions to the fore, Euripides can manipulate them as he pleases, like
mathematical theorems which the play can then discuss,
"» See I. Rutherford 1994-95.
15 Michelini 1987: 107-16.
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Now to a case in point, the /on.'^ Hermes speaks the prologue. The
story concerns his brother, Apollo: The god had a child by an Athenian
princess, Kreousa, when she was young, and the fruit of that violent union,
Ion, was rescued from death through exposure by Apollo; the baby was
taken to Apollo's sanctuary at Delphi where he was raised by the Pythia to
maturity and now serves as neokoros, "temple-sweeper," of the sanctuary.
Kreousa' s subsequent marriage to the Athenian regent Xouthos has been
without issue. Now Xouthos has determined with Kreousa to consult the
Delphic oracle about their problem: childlessness.
The play introduces two god-human relations which are crucial to the
plot and psychological tension: Ion, unaware of his true parentage, looks to
Apollo as surrogate father; Kreousa, robbed of her child, looks to Apollo as
unscrupulous rapist and neglector of his own offspring. Euripides illustrates
these two antithetical attitudes to Apollo through two idiosyncratic hymns.
Ion sings a monodic quasi-paian to Apollo as he cleans his temple early in
the morning; Kreousa sings a monodic anti-hymn to Apollo later in the
play which is clearly designed to balance and reflect Ion's earlier adoration of
the same god. The hymns focus on Apollo from opposite directions: love
and devotion from the perspective of the young male; hate on the part of a
raped mother subsequently deprived of her child. Let us consider the songs
in more detail.
Ion sings his monody (lines 82-183) in the guise of what one might
call an aspirant to Apolline status. Not only is his whole life lived in the
service of Apollo's Delphic oracle; his very appearance reflects the god: He
carries first a broom made of laurel, Apollo's plant (113-14), then a bow
(158), Apollo's weapon, with which he shoos away birds from the temple.
In both these attributes, however, one suspects a degree of Euripidean
mockery, or irony, as the Apolline emblem, laurel, has been demoted to a
lowly broom, and Ion uses the bow to shoo away no other bird than the
swan (162), emblem of Apolline song. The monody has a recurrent refrain
clearly recalling the paian as a form (125-27 and 141-43):
w riaidv, w riaidv,
ev)ai<ov ei)ai(ov
e'lTi^, m Aaxoxiq xcai.
In considering this transformation of the cultic paian in a tragic monody,
Rutherford suggests that the solo character of Ion's recital underlines his
segregation from Athenian society.'"' The paian is normally the song of the
combined youth of a community, according to Rutherford; when Ion sings
his private paian, that is clearly a sign of his separation from the
community to which he belongs. What did Euripides mean by introducing
Ion singing a song whose content and form is as thoroughly Apolline as
'^ See the new edition by Kevin I^e (1997).
'^
I. Rutherford 1994-95: 129 ff.
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was possible? Clearly the song is an effective characterisation of Ion's inner
life. He is devoted to Apollo. His ears are full of the paians which
pilgrims to Delphi sang in chorus. He looks to none other than Apollo as
father (136-^0):
Phoibos is my ancestral father. I praise him who raises me. The father
who supports me I name as Phoibos of this temple.
Ootpoc; ^ol yevexcop Ttaxrip-
Tov pooKovxa yap euXoyco,
xov 6' a)(peA,i^ov e^ol naxipoq ovo^a Xeyco
OotPov xov Kttxa vaov.
To use the vocabulary of initiation which several scholars have connected
with Apolline cult, Ion is an archetypal initiate of Apollo: young, manly,
with no other ideal in his head than to emulate Apollo. He is—as the play
spells out to us—not only the ancestor of the Ionian race, of which the
Athenians considered themselves the founders, he is also the embodiment of
that aspect of Athenian civic identity reflected in the question put to
incoming archons, according to the Athenaion Politeia: "Do you regard
Apollo as 'ancestral' to you?" (55. 3, ei eaxiv a-uxw 'Ak6XX(o\
naxpcdoq), a common lineage secured by lon.^^
Now Kreousa sees things quite differently. When news reaches her ear
that Xouthos has a son after all—an illegitimate son by an unidentified
Delphic girl—her resentment against Apollo boils over and she delivers
what is perhaps the comer-stone of the play: her monody of accusation, in
which she sings of Apollo's crimes toward her.'^ Her words (881-922)
repeatedly take up points of Apolline glory—his music-making, his golden
appearance, his physical attractiveness—only to turn them against the god
in a lyrical tirade which bears out Congreve's words, that hell has no fury
like a woman scorned.
You who sing to the sound of the seven-stringed kithara, which echoes
sweet-sounding hymns of the Muses in the soulless (a\\ix)xoi(0 shell of
a wild animal, I will utter my accusation (|ion<pdv) about you, son of
Leto, to the light of day. You came to me with gleaming golden hair,
as I picked yellow blossoms in the fold of my gown as golden
decoration. Grabbing hold of my white wrists you led me to a bed on a
cave-floor, while I shrieked "Mother!"—the god my lover who
shamefully (dvai6e{a) did Aphrodite a favour (K\)7ipv6i x«P^v
jipdaacov) . . . And now my son is dead . . . and you screech
'^ Cf. P. J. Rhodes, A Commentary on the Aristotelian Athenaion Politeia (Oxford 1981)
617-18: "It was a further confirmation that a man was an Athenian that he had in Athenian
territory household cults of Apollo naxp^oc, (so styled because through Ion Apollo was
regarded as the common ancestor of all the Athenians)"; cf. Epit. Heraclidis Kenyon (=
Arist. fr. 611 Rose) 1 ovvoivTiaavxoq 6e "Icovoq aijioxx; xoxe Ttpcaxov "Icoveq
EKXriGriaav.
'^ On this ode. cf. Gauger 1977: 34^0; Bremer 1989-90.
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(kXcc^ek;) to the kithara, singing your paians ... lo, lo, bad lover!
(KOKoq eijvdxcop) . . . Delos hates (niaei) you and the sprigs of laurel
by the soft-leafed palm, where Leto underwent her holy childbed . . .
The lyre on which Apollo traditionally plays divine melodies in his function
of Musagetes, "Muse-leader," has become an instrument made from "dead
horn," to which Apollo "screeches his paians" (903-04, KXaC^eiq
naiavaq). When sex and childbirth are perverted in the way Kreousa sees
them in her case the gold in which Apollo traditionally glories becomes an
odious thing, as in the case of King Midas. Kreousa' s song takes up topoi
of Apolline song in order to show them up as the dazzling facade of a brutal
god. The incumbent at the Delphic Oracle is a rapist and child-murderer; a
hypocrite who grants Xouthos an illegitimate child but lets his own die.
Delos, with its sacred topography, hates Apollo; Kreousa' s shame is the
antonym of Leto's sacred delivery on Delos.
In this sense Kreousa' s song is an anti-hymn against Apollo which
balances Ion's private paian of adoration to Apollo earlier. These are the
two poles of the play, expressed through monodies with hymnic elements.
But the play has another crucial axis: that linking Athens with Delphi. For
Kreousa, daughter of Erechtheus and heiress to the Erechtheid line of
monarchs in Athens, has borne no son yet—or rather, to her intense
chagrin, she has lost the one son bom to her by the negligent Apollo. Her
quest to Delphi is for an heir to the Erechtheid throne, which will otherwise
pass to a member of Xouthos' family, to an alien. Conversely, Ion will
prove in the course of the play to be the legitimate son of Kreousa and
Apollo, founder of the Ionian and Athenian line. Thus there are multiple
connections between Delphi and Athens in the play: spatial, genealogical
and political. The issue is brought into focus early in the play, when
Xouthos instructs the chorus of Athenian serving women to pray for an
auspicious response to the inquiry he is about to put to the oracle.
Obligingly, the chorus sing the following hymn (452-71):
Unsullied by labour pains, O my mistress Athena, I beseech you, who
was delivered by Titan Prometheus from the crown of Zeus' head,
blessed Victory, come to the Pythian house, from the golden chambers
of Olympus flying to these byways where the central hearth of earth
belonging to Apollo gives binding prophecy amid dancing round the
tripod; you and Leto's daughter, two maiden goddesses, reverend sisters
of Apollo. And you, women, pray to them that the ancient tribe of
Erechtheus be granted a clear mantic promise of fertility, however
delayed.
This short cletic hymn brings a number of issues into focus: The chorus
were not told by Xouthos to whom they should pray. Their own
"diagnosis" of the appropriate response leads them to appeal to Athens'
patron deity, "O my mistress Athena." Her mythical identity is further
defined by a distinctly Athenian version of the birth myth—that Prometheus
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(rather than Hephaistos) helped her delivery from Zeus' head^o—and by a
crucial epiklesis as Nike: The implied message is that Athena's presence
should bring a victorious outcome to Kreousa's quest. The chorus address
Artemis as well, and these two goddesses chosen to support the royal
couple's petitioning of Apollo share important attributes relevant to the case
in hand: They are both sisters of Apollo, and therefore in a good position to
influence him. Their virginity is another point which is emphasized: Stjo
Geal 5vo TiapGevoi, and Athena is said to be tav (bSivcov ^oxiav /
dveiA,e{0\)iav, "unacquainted with labour pains." It is as if the chorus were
involuntarily matching attributes of the goddesses to the subject of their
prayer: Kreousa's desire for a child. She too is—unfortunately—unac-
quainted with Eileithyia (at least that is what the chorus think); Apollo's
sisters—both childless—should appear in Delphi now, like Kreousa, to put
in a good word for the Athenian queen desirous of a child. In a few lines the
hymn has cast its net into the high realm of Olympus and brought down
two goddesses to earth, both ideally suited, they hope, to mediate between
Apollo and their mistress on this very specific occasion.
Once the goddesses have been brought to Delphi by effective
invocation, the chorus turn to their own number with the self-exhortation I
mentioned earlier: "Women, pray to the goddesses that Apollo will
prophesy an heir to the Erechtheid House." The hymn ends then with a
variation on the traditional closing prayer. Rather than simply saying,
"Athena, Artemis, we pray to you . . . ," the closing lines combine self-
admonition with the message of the prayer. It is a fact which passes
unnoticed in the major commentaries on the Ion, but is noted by Mary
Mantziou in her unpublished London dissertation on hymns in Euripides,^'
that Athena does in fact respond to this prayer by the chorus: Not only has
Apollo given Kreousa a child (back) by the end of the play; Athena appears
in person at the end to explain Apollo's mind and ensure that Ion is set on
the right track as ancestor of the lonians. The hymn has worked.
A cult hymn is always subordinate to its purpose, which is either to
worship or petition a god in the context of a particular crisis
—
plague,
warfare, earthquake, etc.—or of a regularly recurring calendrical festival.
Hymns falling into the former category adopt the stance of entreaty and
begging for mercy; hymns of the latter type provide a synaesthetic spectacle
of words, music and dance designed principally to please the deity, but in so
doing, the celebrants themselves: Congregation and deity enter into a
^° Conceivably Euripides preferred Prometheus to Hephaistos here because he, like
Pausanias centuries later (1. 14. 6, "above the Kerameikos and the portico called the King's
Portico is a temple of Hephaistos. I was not surprised that by it stands a statue of Athena,
because I know the story about Erichthonios."), knew the story told about Hephaistos and
Athena (his premature ejaculation while chasing her led to the birth of Erichthonios), and did
not wish to introduce this note at precisely the moment he was emphasizing the chastity and
virginity of Athena. Schol. Pindar, O. 7. 35 mentions Hephaistos, Prometheus and Hermes as
the possible "midwives" at Athena's birth.
2' Mantziou 1981.
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temporary state of shared exultation.^^ Hymns in tragedy have a different
defining moment: They are an imitation of, or approximation to, real
hymns introduced into the play in order to define the deities affecting the
play's action, and above all to show—through the activity of worship—the
conception of deity held by actors and/or chorus. By focusing in ever
sharper detail on a deity, a dramatic hymn reveals the picture of deity in a
character's mind, and hence offers the dramatist a window into his characters'
religious sensibilities. Ion's "cleaning-song" to Apollo defines his identity
in relation to the pure, bow-wielding, laurel-scented, handsome young male
god Apollo. The picture of Kreousa's inner mental state as revealed by her
castigation of Apollo is quite different: It reveals a woman seduced, betrayed
and abandoned by the same ideal of masculine power and beauty to which
Ion bows. It shows a woman's suffering under one of the most potent
ideals of Athenian society: handsome, all-knowing, all-powerful
masculinity. Of course, the myth identified Apollo as father of Kreousa's
child; what Euripides achieves in typical style is a psychological portrayal
of what the god of myth means for a member of society who finds himself
or herself in opposition to it.^^
III. Hymns to Abstract Entities
Euripidean tragedy contains many approximations to, or borrowings from,
cult hymns to recognized Olympians: The hymn to Athena Nike cited
above is formally indistinguishable from what might actually have been
sung in such a context. Another example is the hymn to the Dioskoroi
which closes the third stasimon of Helen, a prayer-hymn to this pair of
Spartan deities to grant safe passage to the ship which is about to convey
Helen and Menelaos from Egypt back home to Sparta (lines 1495-1511).
As in the Ion, this choral hymn is answered within the play: The Dioskoroi
answer the cletic summons of the hymn and appear at the end of the play as
dei ex machina to resolve the final crisis. We need not say that Euripides
displays "belief in a religious sense in the efficacy of prayer; it suffices to
say that he has prepared the ground in a theatrical sense for the appearance of
the Dioskoroi by means of the choral hymn earlier on.
But tragedy involves issues and conflicts more abstract and more
intellectual, or ideological, than those related to everyday cares such as
^^ Cf. the description of the assembly of lonians in h.Ap. 151-52; "anyone who saw them
would think them immortal and ageless for ever," (pairi k* dSavdioui; Kal dyripcoQ
e'uHevai aiei, / o(; tot' eitavTidoei', ot' 'Idoveq dBpooi eiev. Menander Rhetor, Or.
17 Oepi I^ivGiaKou Russell-Wilson (Oxford 1981) 441, realizes that all the elements of an
agon—musical, vocal, athletic—constitute an offering on the part of humans to the gods
through a display of dpCTri. The performers show their virtues through excellence in words
or deeds (ti 6id XoyMV fi 5id oa)|iaT0(; eiie^ia^). For the double address involved in
hymn-singing—to god and to the congregation—see Danielewicz 1976: 1 19.
" Cf. Lesky 1960.
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illness, safe passage at sea, the conception of a child, etc. Correspondingly
we find in Euripides an extension of the range of concepts and entities which
are addressed by hymns. In the Alkestis, for example, we encounter a full-
scale hymnic eulogy addressed to Admetos' house which is praised for its
welcoming and virtuous nature, and for the fact that it offered hospitality to
none other than Apollo when he was doing his "public service" as herdsman
to a mortal (569-605). The chorus launch into this hymn, or enkomion, as
we might call it more accurately, in reaction to Admetos' offer of
hospitality to his old guest-friend Herakles, from whom he has kept the sad
news of Alkestis' death. The hymn form permits the chorus to "diagnose"
or "thematize" a perceived quality of Admetos' home which will turn out to
be crucial to the development of the play: The hospitality extended to
Herakles despite the recent bereavement provides the necessary condition for
Alkestis' subsequent rescue from death by Herakles. At the same time the
quasi-hymn introduces Apollo as Admetos' heavenly friend, and reminds the
audience of the ApoUine pole in Admetos' fortunes, opposed to the grim
pull of Death on husband and wife. In the same play, we find another quasi-
hymn, this time to Anangke, "Necessity," sung by the chorus when they
reflect on the inevitability and finality of Alkestis' death. Euripides uses
this hymn as a dramatic foil to the denouement of the play: Alkestis'
stunning return from the other world, escorted by Herakles. In other words,
approximations to hymns in this play have defined, or diagnosed, moments
or concepts essential to the play's dynamic: the ApoUine, charmed character
of Admetos' home, and the iron will of Death. These gods—the.Home and
Necessity—have been invented for the play, or rather, the hymns addressed
to them have succeeded in elevating these concepts above the level of the
ordinary, the everyday, to that of metaphysical realities which provide an
intellectual framework for the play.
Euripides' tendency to elevate abstractions to the status of gods was in
fact parodied by Aristophanes {Frogs 889 ff.), who shows him praying to
private, new-fangled gods: Aither, Tongue, "Strophinx" (pivot of the
tongue, or "gift of the gab"). Wit, Nostrils. As a serious example from
Euripides himself we may point to the hymn to Hosia, "Holiness," in the
Bacchae (370 ff.), a sacred entity with which Pentheus is seen to be at odds.
The opening lines of this choral ode are in perfect hymnic form, although
Hosia was not, of course, recognized as a deity with cult:
'Oaia Tcoxva Gecov,
'Oaia 5' a Kaxa ya\
XP'uaeav jixepuya (pepeiq,
xd5e rievGecoc; oiiek;;
The abstraction "Holiness" has been equipped with a solemn title, n6x\a
Gewv, like Artemis or Hera, and the attributes of a cult statue, xp\)aeav
TCTepDya, like Nike or Iris. Again we notice how the chorus' "diagnosis"
of the situation—Pentheus is guilty of hybris (375, ijppiv e^ tov
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Bp6|iiov)—works by naming the deity matching the offence: Pentheus'
godlessness (374-75, o-ux oaiav v^piv) is an offence against 'Oaia with a
capital 0.
IV. The Dramatic Effect of Euripides' Choral Hymns
We have looked at the use of hymns to express stage characters' conception
of a god, and at the broader category of gods to which Euripidean choruses
address hymns. Let us now look at the theatrical effects Euripides can
achieve by having his chorus perform a certain type of hymn. For his
audience was familiar with the circumstances under which the various types
of hymns were conventionally sung in real life: the paian as a prayer for
victory or for relief from duress;^'* the hymeneal to celebrate a wedding; a
partheneion when girls were celebrating their coming out from their
cloistered existence as unmarriageable girls, and so on. Time and time again
we find Euripides drawing on this stock of traditional song types to
underline a dramatic point or show how a stage character is in opposition to,
or at variance with, the social norm. For it is usually a jarring effect which
Euripides achieves by juxtaposing traditional songs, with their conventional
associations, and the stage action. It is as if the choral songs set up a norm
in contrast with which the individuals in the play agonize: Society has its
habits and conventions which comfort by continuity and predictability,
whereas individual life is marked by twists and turns which prevent smooth
compliance with these norms.
After Phaethon has crash-landed following his fateful joyride in his
father's chariot and is a smouldering corpse offstage, Merops instructs the
chorus to strike up a wedding song for Phaethon, as he does not yet know of
the young man's accident. The chorus duly sing a hymeneal in honour of
Aphrodite Gamelios and her young paramour
—
perhaps Hymen himself, to
adopt Diggle's suggestion.^^ The stage effect is clear: The hymeneal stands
in stark ironic contrast with the development of the action. The hymn
misses its mark tragically, and in so doing raises the audience's awareness of
Phaethon' s downfall: instead of marriage, death.
Two passages in the Elektra show the symbolic significance that
participation or not in a choral hymn can have for a stage character. When
the other girls of Argos are preparing to dress in their finest clothes and put
on jewelry in order to perform partheneia in honour of Hera (174-75,
Tiaaai 6e Tiap' "H-/pav \ikXKo\)G\.v TtapGeviKal oxeixeiv) Elektra
demurs because she is still in mourning (175-80):
^"^ This is the one point Schr5der 1999 concedes to Kappel 1992, who argued that the
archaic and classical paian was a genre defined by function (in a word: supplication of deity)
rather than form.
25 Diggle 1970: on lines 233 f.
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I am not in the mood for celebration, friends, or for golden necklaces. I
will not join the dance of Argive girls and beat my foot to the rhythm.
oiL)K en' ayXdiaic,, (p{A,ai, 175
6\)|j.6v o\)5' ini xp^uaeoK;
op^iovc; eKTiETtoTaiaai
td^-aiv', ov)5' lOTaaa xopoix;
'Apyeiaiq a.\ia vv)|i(paiq
elA-iKTov Kpouaco nod' e|i6v. 180
Later in the play, after Orestes has butchered Aigisthos like a sacrificial calf,
the chorus strike up an epinikion or kallinikos-song (860-65), in which
Elektra gladly joins. This contrapuntal arrangement by Euripides shows
Elektra not participating in rites which celebrate the flowering of the
community (the festival of Hera) but eager to participate in rites which
celebrate the overthrow of law (a human butchered like an animal).
Euripides has located Elektra' s mental state "beyond the pale" of society by
means of these two hymnic songs. In both cases the actual songs performed
by the chorus—in the first case something approximating to a partheneion
in the parodos, in the second a victory song—evoke in the audience's mind
the atmosphere traditionally associated with such songs, an atmosphere
which in the context of the play can only jar and grate.
This effect of jarring contrast of hymn with context is achieved most
consummately in some of the last lines Euripides wrote. Toward the end of
Iphigeneia at Aulis Iphigeneia resigns herself to her fate and makes a virtue
of necessity by going willingly under her father's sacrificial knifein order to
secure his military victory in Troy. She gives instructions for the sacrificial
procession which is to accompany her to Artemis' altar and, in this context,
she instructs the chorus of Euboian women to sing a paian as a mark of
triumphal celebration rather than a lament for her death (1466-68, ovk eco
axd^eiv 5dKp\). / hiieiq 6' eTievcpriiiTiaaT', w vedvi6e<;, / jtaiava tti|iti
aviicpopa). She clearly means that the chorus are to raise the kind of paian
Greek armies traditionally raised on the brink of battle: that Tiaicovi^eiv
which was supposed to raise courage in one's own ranks and
correspondingly strike fear into the enemy.^^ Although the chorus in this
play is deeply sympathetic to Iphigeneia' s predicament they obey her
instructions in the stasimon which accompanies the sacrificial procession
and end their song with a hymnic address to Artemis (1521 ff.):
Let us hymn Artemis, daughter of Zeus, Queen of gods: May you rejoice
in the human sacrifice, O Queen, may it bring luck. Guide the Greek
army to the land of the Phrygians and the treacherous citadel of Troy.
Grant that Agamemnon by virtue of the spear may place upon his head a
crown of immortal fame for Greece.
2^ E.g. Aesch. Pers. 393; Timotheos fr. 800 PMG; after victory in battle (e.g. //. 22. 391-
92; Aesch. Seven 635 a^moiiiov Tcaidcv ; Thuc. 7. 44).
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Although the paeanic epiphthegma is missing, we may interpret this prayer
as the paian requested by Iphigeneia.^'' Iphigeneia has stepped into the role
of proteleia sacrifice, accompanied by a paian, prior to a military
engagement. No doubt the music and dance performed by the chorus
underlined the character of their song as a paian-prayer. In this way the
human story—father kills daughter—is set with heart-rending effect against
conventional piety. Incidentally this framework seems designed to prepare
for a substitution of Iphigeneia with some sacrificial animal, perhaps a deer,
as envisaged by the spurious ending of the play; since Iphigeneia assumed
the place of sacrificial animal, an animal might easily replace her in a
final twist.
In this paper I have tried to make clear how Euripides uses passages of
choral lyric modelled on various types of cult hymns (1) to "diagnose" the
problematic relations of one or more characters to members of the Olympian
community representing social or psychological realities in their world;
(2) to heighten the drama at key points by showing members of the dramatic
community engaged in prayer or hymnic worship which in real life was
intended to avert crisis, or celebrate release, by addressing the gods thought
responsible for help or clemency; (3) to use the paradigms of cult poetry in
all its variety—from paian to wedding-song—for the creation of ritual
atmosphere, and as counterfoil to the unfolding of the drama. Euripides
repeatedly "plays off the expectation raised by a certain type of cult song
against the dramatic situation which he is creating. This is a form of irony.
The examples treated and the conclusions made are only pointers toward an
investigation of this wide-ranging subject. I append a list of the main
passages of hymnic poetry in his surviving plays of particular relevance to
the inquiry (an asterisk indicates that a passage receives some attention
above):
2''
Proklos, Chrestomathy apud Photios, Bibl. 320a21-24 Henry, defines the paian as a
"type of song composed nowadays to all the gods but originally belonging properly to Apollo
and Artemis, being sung for the cessation of plagues and diseases" (6 6e naidv eotiv eiSoq
cpSfiq eiq rcdviai; vuv Ypa(p6nevo(; Geoix;, x6 5e 7taA.ai6v iSCcoq djievenexo xw
'knoXKdiw KOI xx\ 'Apxeni5i etii Kaxajiauoei Xoincov Kal voocov a56|ievo(;), but
whether any, or all, of this definition is true forms the core of the argument between Kappel
1992 and Schroder 1999. For example, Kappel argues that the paeanic epiphthegma is not a
sine qua non of the paian; Schroder replies that, in fact, paians without it are a tiny minority
and can be explained by other factors.
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13
Almost Dying, Dying Twice:
Ritual and Audience in Euripides' Iphigenia in Tauris
ANGELIKI TZANETOU
"ApKTOl
r-uvaiKEc; \xk oxecpdvia axo KecpdXi
Trijpwa 5axt\)A.{5ia, oncoq xox>
Kpovo'u.
Kopeq |iiKpe(; to\) axepecb^aTOi;
KepaiiiSeviouq xouq |iTipoi)(; Kal
-clq TiT-uxcoaeK;
Xznxic,, xcondxiveq
dpa5iaa)ieva dcpiepcoiiaxa ae
npoGfiKeq.
Triiieveq ae Suvatri (pcoxid
HE xd n-dxia xa|xriA,(0|a.eva,
xxc, Kv'^xhtc, Kttl xd xpucpepd
7ro-uA.id CTxd 5dxx\)Xa,
xr\c, 9ed(; xcov dypvixicov ol
dyanrmeveq.
"Bears"
Women with wreaths on their
heads,
fiery rings like those of Kronos.
Young girls of the firmament
with clay tunics, red clay thighs
and slender folds made of earth,
votive offerings lined up in
museum cases.
Baked in strong fire
with eyes downcast,
holding pyxides and delicate
birds on their fingers,
beloved ones of the goddess
of the wild.
Kadio Kolymva, The Birds' Inn
(Athens 1995)
The analysis of ritual motifs and patterns and their symbolism in drama has
rarely been approached specifically from the spectators' point of view; and
yet the recognition of ritual patterns on the part of the audience is obviously
relevant to the way in which spectators are affected by dramas.' Historians
of religion have demonstrated the connections between the myth of
Iphigeneia's near-sacrifice and girls' transition rituals associated with
Artemis in the context of the Arkteia.^ Critics, however, have been
reluctant to explore the relevance of this connection for Iphigenia in Tauris
because the Arkteia is not explicitly mentioned in the play.^ Consideration
' On ritual and ritual patterns in drama, see C. P. Segal 1982; Foley 1985; Bowie 1993;
Seaford 1994; Zeitlin 1996a: 285-340, 375-416; Krummen 1998; Lada-Richards 1998 and
1999; Padilla 1999. All quotations are from Diggle's Oxford text (Diggle 1981).
^ On Iphigeneia, Artemis and the Arkteia, see below, section II.
3 Wolff 1992: 322 n. 38.
200 Illinois Classical Studies 24-25 ( 1 999-2000)
of the Arkteia and of spectators' familiarity with the local Attic cults
nevertheless provides new insight into the manner in which ritual steers the
plot and affects the audience's interpretation of the protagonists' new cultic
identities.'* In this paper, I argue that the dramatic plot of Iphigenia in
Tauris unfolds in accordance with an underlying ritual sequence that evokes
the Arkteia. The challenge in arguing for the interpenetration of the
dramatic and ritual strands lies in establishing the ritual grammar through
which the audience can understand Iphigeneia's and Orestes' association
with the Arkteia. The dramatic depiction of Orestes' and Iphigeneia's ritual
passage as a journey of exile and return illuminates the underlying ritual
structure because stories of return and rites of passage often share a
common language. Both revolve around trials outside the community that
aim at the definition of a new social identity upon one's return.^ To this
end, I rely on van Gennep's schema of the structure of rites of passage
(separation-transition-incorporation),^ as a descriptive model that may be
used not only to demonstrate the dramatic reconstruction of Iphigeneia's
initiatory journey, but also to suggest that Orestes' journey was cast as a
fictional rite of passage, modelled after that of his sister.
The intersection of the dramatic and the ritual plot depends on a clear
understanding of the function of the motif of near-sacrifice. Near-sacrifice
is integral to the composition of the dramatic plot for the following reasons:
First, it enables Orestes' escape from death at the altar. Second, it serves to
mirror his sister's earlier ritual experience at Aulis. Finally, it helps us
understand how spectators could have reconstructed Iphigeneia's and
possibly Orestes' affiliation with the cult sites of Artemis at Brauron and
Halai Araphenides through their knowledge of the Arkteia. The audience
associated the Arkteia with Iphigeneia at Brauron, but not with Orestes.
Near-sacrifice, however, unites Iphigeneia's and Orestes' ritual experience.
Based on a speculative reconstruction of the dramatic plot, I suggest that the
"brother and sister" rites could have been understood as a variation of a
girl's rite of passage. By drawing the siblings together, Euripides is able to
craft a new cultic identity for each protagonist, subtly altering and forcing
'* Only Sourvinou-Inwood 1997: 171-75 argues in more general terms that the audience
would have recognized references to Artemis Brauronia. My argument targets audience-
recognition of such patterns stemming from the audience's communal ritual and religious
experience, which enabled them to understand the drama through a ritual code. It is in that
sense only that I assume a certain uniformity in the audience's response, without making any
broader theoretical claims regarding issues of audience-response within the context of ancient
drama. On the latter, see Lada-Richards 1999: 10-16.
^ On the transformation of the returning exile's identity in tragedy, see Tzanetou 1997: 24-
48. On the hero's return in Homer's Odyssey, see C. P. Segal 1962: 18-64; Mumaghan 1987;
Sultan 1999.
^ Van Gennep 1960. This analysis also suggests an alternative to the traditional plot
description of the IT according to the pattern of recognition-intrigue-escape. See Matthiessen
1962: 16-63, 127-38; Burnett 1971: 47-75; Seidensticker 1982: 199-211.
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the actual cultic phenomena into congruence with the requirements of the
tragic plot.
While the study of ritual leads to a unified analysis of the dramatic
structure of the play, it leaves the question of the success or failure of
Orestes' and Iphigeneia's return unanswered. I will argue on the basis of
the aetiologies that their return and new identity are not commensurate with
complete reintegration in the community. Despite the fact that both
officiate in cults of Artemis, neither acquires a socially functional identity
within the community upon completing their rite of passage.'' Neither
Iphigeneia nor Orestes can wholly overcome their exclusion because their
return in the context of the aftermath of the Atreid tragedy can only be
tenable within the realm of imagination. The story of their reunion and
return can best be approached through ritual. Ritual is both symbolic and
real and hence can be used to convey the success of the siblings' return and
the illusion inherent in such an outcome. By decoding their return as the
conclusion of a rite of passage, we may view Iphigeneia and Orestes
through the spectators' eyes as archetypical ritual passengers whose ritual
identities bear the indelible marks of their thwarted pasts.
I. Iphigenia in Tauris and the Arkteia
I begin by outlining the morphological similarities between Iphigeneia's
story of near-sacrifice in Iphigenia in Tauris and the foundation myths of
the Arkteia. Such ritual affinities justify the analysis of the plot o» the basis
of the Arkteia and underlie the depiction of Iphigeneia's ritual transition as
a journey of exile and return to Brauron. As we know from the Cypria
{PEG, p. 41 Bernabe) and Iphigenia in Tauris, Iphigeneia's sacrifice was
averted through the last-minute substitution of a deer.^ This kind of
experience, sacrifice averted through the substitution of an animal, was
routinely associated with girls' rites of passage focused around Artemis. In
Attica, this type of ritual service, which marked the transition from
childhood to adulthood, was known as the Arkteia and was practiced at the
sanctuaries of Artemis at Brauron^ and at Mounichia.^^ At Brauron, the
principal initiation site for maidens, girls aged five to ten performed the bear
' Wolff 1992 and Goff 1999 both offer a deconstructionist analysis of the play and
emphasize the persistence of violence in the context of the new rites.
^ In Hesiod (fr. 23 M-W), an eidolon was sacrificed; see Lyons 1997: 157-^2. In the post-
Euripidean tradition, Iphigeneia is replaced either by a bull (Nicander apud Ant. Lib. 27) or a
bear (Phanodemos FGrHist 325 F 14, schol. Ar. Lys. 645, Euphorion fr. 91). See also
Platnauer 1938: vii-xiii.
^ East of the main temple there was a second sixth-century structure which has been
associated with Iphigeneia. On the excavations at Brauron, see Papadimitriou 1963; Kondis
1967; Kahil 1963, 1965, 1977 and 1979. Our knowledge of the site and of the Arkteia remains
limited in view of the amount of unpublished epigraphical material.
'° On Artemis Mounichia, see Palaiokrassa 1991.
202 Illinois Classical Studies 24-25 (1999-2000)
ritual. •' This service was marked by a period of segregation and
consecration to the goddess. '^ The social significance of this pre-adolescent
ritual was the transformation of the young girls into marriageable parthenoi.
Euripides' Iphigenia in Tauris, our earliest evidence for Iphigeneia's
presence at Brauron, does not offer direct evidence regarding the
relationship between Iphigeneia and the Arkteia.'^ Even a quick perusal,
however, of the foundation myths of the Arkteia at Brauron and at
Mounichia discloses striking similarities with Iphigeneia's story. According
to those myths, the killing of a bear sacred to Artemis caused the anger of
the goddess. In the Mounichian version, a man named Embaros agreed to
sacrifice his daughter in order to placate the goddess, provided that his clan
would secure the priesthood for life. He then hid his daughter in the adyton
and sacrificed a goat dressed up as the girl.''* In the Brauronian version, the
Athenians instituted the Arkteia as a compulsory rite of passage for all girls,
who performed the bear ritual before their marriage. Iphigeneia's story of
near-sacrifice is marked by similar traits, notably, mock death through
animal substitution. Iphigeneia and the arktoi can be said to identify
temporarily with the realm of the goddess by taking on the identity of the
deer or the bear that has been killed in their place.
The ritual identification between the arktoi and Iphigeneia in the phase
of transition, however, cannot be maintained in the phase of incorporation.
Iphigeneia, like the prototypical arktos of the Mounichian version, remains
permanently arrested in a liminal phase. The survival of death defines her
new identity as eternal virgin and priestess of Artemis, while the maiden-
initiands return to their community to be married off by their families.
Viewed in social terms, Iphigeneia's near-sacrifice illustrates explicitly the
danger of becoming trapped within the realm of Artemis in the course of
this transitory exchange.'^ The myth of the Arkteia, on the other hand,
illustrates that the ritual offered as compensation to Artemis guarantees that
she will relinquish control over her protegees and allow their future
participation in the community as potential wives and mothers.'^
Typologically, the experience of mock death (substitution of the deer or
acting the part of the dead bear), corresponds to a symbolic experience of
" On the Arkteia, I mention selectively, Kahil 1963, 1965 and 1979; Brelich 1969: 229-
311; Perlman 1983 and 1989; Lloyd-Jones 1983: 91-98; S. G. Cole 1984; Osborne 1985: 154-
74; Brul6 1987: 179-283, 1990a and 1990b; Sourvinou-Inwood 1988 and 1990; Dowden 1989:
19^7 and 1990; Keams 1989: 27-35.
'^ See below, note 21.
'-' On Iphigeneia's cult at Brauron and its relationship with the Arkteia, see Dowden 1989:
9-47; Brule 1987: 179-222; Bonnechere 1994: 32^8.
''* On the Brauronian version, see schol. Ar. Lys. 645, Suda s.v. "ApKtoq tj Bpaupcovioiq.
On the Mounichian version, Suda s.v. "EnPapoq einu Complete list of testimonia and
discussion in Brelich 1969: 243-57, 275. See also Sale 1975; Bonnechere 1994: 31-35.
'5 Keams 1989: 29, with n. 100.
'^ Scanlon 1990: 81, 86-88 notes that other salient aspects of the Arkteia were tameness and
wildness. Due to the dramatic preoccupation with return, these associations are not as
promininent.
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death, a salient aspect of initiation ceremonies generally.'"' In view of these
morphological similarities, one may argue that the initiatory motifs of near-
sacrifice and survival dramatically encoded in the play could evoke, in turn,
Iphigeneia's journey to the Taurians and back to Brauron as a rite of
passage that imitates the Brauronian rite.'^ The correspondences between
Iphigeneia's fictional rite of passage in Iphigenia in Tauris and the Arkteia
are represented below using van Gennep's schema:
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place analogous to Brauron and Iphigeneia's initiatory journey as a
variation of an Arkteia.
II. Iphigeneia at Brauron: Dying yet Again?
A p-ecise reconstruction of the Arkteia rituals as well as of the number and
age of the participants of this coming-of-age ritual cannot be clearly
obtained from the available evidence.^^ The Arkteia probably ended with
the Brauronia, the festival held in honor of Artemis every five years.
Fragmentary representations of a bear, of girls dancing and running races
either in the nude or in ragged tunics, to name a few of the scenes depicted
on the krateriskoi, the pottery specifically dedicated to Artemis, are said to
represent features of the Arkteia that correspond to the stage of transition.
Athletic races were a regular feature of maturation rituals and nudity was
one way of indicating the separation from the former condition of
childhood, as indicated, for example, by the shedding of the krokotos, which
occurred presumably during the period of segregation. ^^ These particular
ritual traits, however, do not suffice to explain the relationship between
Iphigeneia and the arktoL The correspondences between Iphigeneia's
journey of initiation and that of the arktoi lie in the social meaning attached
to the Arkteia as a ritual which regulated the process of the transformation
of the pre-adolescent girl into a marriageable woman.
In strictly ritual terms Iphigeneia's rite of passage fails. Her
consecration to Artemis severs all prospects of restoration to her community
through marriage, the goal of a successful prenuptial initiation.
Nevertheless, the underlying pattern of the Arkteia continues to define the
dramatic depiction of Iphigeneia's ritual journey despite the failure of her
initiation. Her transition, which is figuratively recast as exile, sustains the
dramatic illusion of her reintegration through her return to Brauron. In
^' For references to discussions of the testimonia, see above, note 14. On the segregation of
the arktoi, see Brelich 1969: 263-65; Dowden 1989: 37-39. On the age and number of the
participants, see Deubner 1932: 204-08; Brelich 1969: 229-311; Simon 1983: 86; Dowden
1989: 28-31; Sourvinou-Inwood 1988; Keams 1989: 27-35; Scanlon 1990. Initiation rites had
ceased to exist in the societies of many Classical poleis, but were preserved in the form of
rituals that were included in the festivities of different divine cults. These retained their
original meaning of initiation, even if the social function which they served had become
obsolete. This is the distillation of Brelich's thesis in Paides e Parthenoi. Brelich argues,
nevertheless, that the Arkteia remained compulsory for all Athenian girls. See further
Sourvinou-lnwood's review (1971b) of Brelich.
22 Sourvinou-Inwood 1988: 119-26. Scanlon 1990: 74-82, 93-95 offers a detailed
discussion of the iconographic and literary evidence and a good overview of diverging
scholarly opinions on the reconstruction of the ritual. Furthermore, Scanlon disputes the
existence of races in the context of the Arkteia and argues that the "all-out sprinting on the
vases" represents a chase and not a race which "re-enacts the foundation myths of Brauron and
Munichion" (106).
Angeliki Tzanetou 205
particular, Iphigeneia's story of exile and return is akin to the ritual
transition of the arktoi, not only because the two share salient aspects of
girls' transition rituals, but furthermore because they reinforce each other by
defining return and reintegration through the register of women's belonging
to the community. First, I will demonstrate how Iphigeneia's consecration
and exile are depicted as the antithesis of marriage. The depiction of the
phase of transition through the negation of marriage recalls the social
definition of the Arkteia through the vocabulary of women's belonging to
the community. This shared social vocabulary sheds light upon the
redefinition of Iphigeneia's identity at Brauron, which is interpreted through
the cultic honors that Athena confers upon her.
The ritual setting is clearly marked at the outset of the play through the
description of Iphigeneia's sacrifice. The goddess demands compensation
at Aulis, the site from which the Greek fleet departed, for Agamemnon's
unfulfilled promise to offer the goddess the most beautiful creature bom that
year (18-21, 24-25):
OX) ^iTi \a\)C, d(pop^{aTi x^ovoc;
Tcplv av Kopriv oj\v 'Icpiyeveiav "Apxe^iK;
A-dPn acpayeiaav • oxi ydp evia\)T6(; tekoi 20
KocXXiatov TiiS^o) (pcoatpopo) Buaeiv 0ea
. . . Kav n' '05\)aae{0(; xiyyayc,
^Tixpoc; 7tape{A,ovT' enl y6.\io\c, 'AxiA-Xecot;. 25
Iphigeneia had been devoted to Artemis since she was bom. The goddess
asks for the maiden's sacrifice retroactively and Agamemnon summons his
daughter under the pretext that she will marry Achilles. The initiatory
context is sufficiently clear: A girl on the brink of marriage is sacrificed to
the goddess; her sacrifice marks her failed transition to marriage. Despite
the exchange of the human with the animal victim (28, 783-86), her
mysterious disappearance creates the illusion of physical death (176-77,
229, 564, 641^2, 770-71, 783-86). Her subsequent existence dramatizes
the effects of the status of an initiand arrested perpetually in the phase of
transition.
Her consecration to Artemis impedes her future participation in the
community through marriage. Iphigeneia's ritual and social identity as a
priestess (lepeav, 34) and an exile (xTi^oae yap 6ti aaq dTievdaGriv /
TtaxpiSoc; Kttl e^iaq, 175-76; cxtio^k;, 220) in the land of the Taurians is
defined as the antithesis of marriage. Her status as priestess of a violent
Artemis reflects her failed ritual transition. Her near-sacrifice dooms her to
perpetual virginity, a social death that is vividly described through the motif
of the perverted wedding.^^ Iphigeneia does not view her status as a
^^ On the connections between Iphigeneia's displacement and the dramatic setting, the land
of the barbarian Taurians, see Kuntz 1993: 107-15, who emphasizes Iphigeneia's ambiguous
spatial identity.
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priestess among the Taurians as socially privileged; she now has the
dubious honor of presiding over human sacrifice in a barbarian land (40-41,
61 7-24). 2"* Her current plight evokes memories of her failed marriage to
Achilles. The tragic motif of the young bride who dies before her wedding
(viL)^(paiov, o'lVoi, 6TL)av\)|j,(pov / xw xac, Nripecoi; Koijpaq, aiai, 216-17;
v\)|i(peiL)|iaT' aiaxpd, 365; ic, aiixaxripov ydnov enopG^ie-uaac; 56^0), 371;
XeKxp' . . . 66^ia, 538-39; % K^iaiav ^eKxpcov / doXiav 6t' dyoiiav, 858-
59) and the motif of marriage with death as the bridegroom ("AiStic;
'AxiA.Xe\)(; r\v dp', ovx 6 nTi>.eco<;, / ov noi Tipoteivaq Tioaiv, 369-70) recur
in Iphigeneia's lamentations over her ill-starred wedding. ^^ The motif of
"marriage to death" is, as Rush Rehm has shown, frequent in Greek tragedy,
but its pervasiveness and formulaic use should not detract attention from its
force within the present context. Iphigeneia's lamentations over her failed
marriage underscore her permanent exclusion from the norm that marriage
represents in women's lives.
Additionally, exclusion from marriage and from the familial and
religious life in her community serve to define Iphigeneia's life as an exile
among the Taurians (220-24). Iphigeneia designates herself as an exile
{cLKoXxq, 220) and furthermore as an unwed and childless woman (dyaiioq,
dxeKVoq, 220). Like other women exiles in tragedy, she associates her exile
from her city primarily with the loss of her rightful claims to marriage. ^^
Furthermore, she laments her absence from the festivals of Hera at Argos
and of Athena at the Panathenaea in Athens (221-24). Both references
recall the initiatory context of such services in these major civic religious
festivals and also define women's belonging to the polls through
participation in its religious life.^'' A woman's exclusion from the city is
thus defined as the loss of her social and religious prerogatives.
It is now possible to see that consecration and exile both define
Iphigeneia's ritual and social status through the negation of marriage.
Iphigeneia's experiences as an exile and as a priestess converge because
they reflect facets of her exclusion from married life. The representation of
^^ On Artemis' connection with human sacrifice, see Lloyd-Jones 1983. See also Burkert
1985: 149-52; Vemant 1991: 195-219; Lyons 1997: 137-70.
^^ Allusions to the prenuptial bath (818) and the cutting of the hair upon departure from
home (820-21) enhance the pathos of its failure. See Wolff 1992: 317 n. 24. On the motif of
the perverted wedding in tragedy, see Seaford 1987: 106-10; Rehm 1994.
^^ The chorus also reminisce about their former participation in a wedding festival (1 137-
51). On women's exile in tragedy, see briefly Tzanetou 1997: 20-22. The argument that ties
together the various manifestations of exile in Greek tragedy (flight, wandering, banishment) is
that women's displacement is conceptualized as the antithesis of marriage, because marriage
represented the salient aspect of women's civic identity. On women's marriage and
citizenship, see Patterson 1987 and 1991. On lo's rite of passage and marriage in Aeschylus'
Prometheus Bound, see Katz 1999.
^'' Sourvinou-Inwood 1997: 173: "The reference to weaving the image of Athena in the
Titanomachy inevitably evoked for the Athenian audience the weaving of the peplos of Athena
to be presented at the Panathenaia by the Ergastinai and the Arrhephoroi . . ."
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exile as the negation of marriage further offers a figurative expression of the
"death of the initiand" with respect to the Arkteia by defining its social
connotation. Thus, even though Iphigeneia's ritual transition is thwarted by
her near-sacrifice, the depiction of her transition through her exile sustains
the parallelism between the dramatic plot and the underlying ritual pattern
of the Arkteia.
The evocation of the Arkteia from the viewpoint of the audience
through Iphigeneia's return to Brauron not only facilitates the association of
her return with the phase of ritual reintegration, but also offers a standard
against which to measure the success of her return. Iphigeneia's new ritual
and social identity at Brauron is neither straightforward nor unproblematic.
She becomes the priestess of Artemis Brauronia and will receive honors
after her death from women who die in childbirth (1462-67):
ae 5' diacpl oeiivdq, 'Icpiyeveia, ^e{naKa(;
Bpaupcoviaq 5ei xf\be K^Ti5ouxevv 0ea-
ov Kttl xe0d\|/ri KaxGavotiaa, Kal nenXcov
dyaX|id aoi Griaovaiv eunrivoxx; xxfdq, 1465
aq dv yuvaiKet; ev tokok; xi/uxoppayeic;
Xin(oa ' ev oikok;.
Neither aspect of her new identity reflects directly her association with the
Arkteia. Nevertheless, Iphigeneia's association with the Arkteia is implied,
because the audience associated the Arkteia primarily with Brauron. I
argued above that her exile, which is associated with her exclusion from
marriage, is equivalent to the ritual transition of the arktoi in social terms.
Similarly, return and participation in the cult of Artemis Brauronia could be
understood as Iphigeneia's equivalent to the girls' participation in the
community through marriage.^^ By associating return with reintegration, I
am not seeking to reconstruct the actual cultic relationship between
Iphigeneia and the Arkteia at Brauron, but to assess the outcome of the
dramatic definition of Iphigeneia's exile as an Arkteia. Rites of passage aim
to define a socially functional identity upon return. By viewing Iphigeneia's
return as the conclusion of her fictional "Arkteia," we may evaluate the
success of her reintegration through the social code of girls' maturation
rites. Iphigeneia's return and her participation in the Athenian community
end her involvement with the barbarian rites. Even though Iphigeneia's
consecration impedes her participation in the community as a wife and
mother, her status as priestess may have colored positively her reintegration
by alluding to her engagement in prenuptial rituals.
Iphigeneia's status as a failed initiand is reflected through the honors
that she receives after death. This aspect of her ritual identity reflects more
than just her specific association with Artemis' worship at Brauron as
On the association of Iphigeneia with marriage, see Lyons 1997: 149-57.
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goddess of childbirth. Christian Wolff, who has argued that Iphigeneia
becomes the chthonic counterpart of Artemis, concentrates on the definition
of Artemis' rather than Iphigeneia' s identity.^^ Association with death in
childbirth remains, however, a peculiar attribute for Iphigeneia. We do not
know of any offerings made on behalf of women who died in childbirth,
even though the inscriptional record from the Brauronion on the Acropolis
offers ample evidence for numerous dedications of garments to the goddess
both from girls and women.^^
This aspect of Iphigeneia' s cult status defines her new identity in terms
that suggest in part an incomplete return. The social discourse of women's
belonging to the polls and of women's transition rituals is yet again
pertinent. The Arkteia defined a girl's marriageability, but marriage itself
stood for the full expression of a woman's civic identity, especially once it
had been followed by the production of children. The connection with
death and women who died in childbirth enhances the association between
Iphigeneia' s cultic and civic identity.^' Jean-Pierre Vemant has argued that
what war was for the boy, marriage was for the girl. Similarly, death in war
was prized as the man's ultimate contribution to the polls and dying in
childbirth after having contributed to the city's citizenry was to a certain
extent women's equivalent to men's glory in battle.-'^ Iphigeneia too,
doomed to childlessness, is nevertheless sacrificed for the sake of the Trojan
expedition. Even though she does not give birth, by orchestrating the
escape plot she saves Orestes and Pylades, who will continue the paternal
oikos (695-99), and also saves the chorus of Greek women (1467-68).
Hence, being honored by women who sacrificed their lives for the sake of
their family and city is a recognition of Iphigeneia' s civic contribution. Her
tomb in turn honors the memory of all the women who died in childbirth.
Their death is related to Iphigeneia' s tragic suffering. The woman who
returns from exile to die at Brauron is dying for a second time. Like
Iphigeneia, women who die in childbirth are excluded from participation in
the life of their city. Iphigeneia represents them because she is best able to
express what a living death means for a woman deprived of her family
and city.
^' Wolff 1992: 320-21 argues that Artemis remains harsh and ambivalent, despite her
seemingly benevolent transformation. See also Whitman 1974: 1-34; Goff 1999: 121.
^° For a discussion of the evidence, see Linders 1972, esp. 7-15 regarding the naming of the
donor (see also S. G. Cole 1984: 239); Osborne 1985: 158-61. Scott Scullion, in his
contribution to the present volume (pp. 227-29), argues that the cloth-offerings that Iphigeneia
receives is a Euripidean invention. Although I am not seeking to establish or dispute the
historical accuracy of this element of the aetiology, I agree with Scullion's view that Euripides'
choice is motivated by thematic concerns.
^' See Caldwell 1974-75: 39^6.
^2 Loraux 1995: 23^3. Demand 1994: 110-54 modifies Loraux's argument, but she
concedes that the representation of death in childbirth on funerary monuments suggests that
childbirth was considered the defining moment in a woman's life (1 1 1).
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In conclusion, Iphigeneia is not only a failed initiand in Iphigenia in
Tauris; she is both the victim and the survivor of her father's and her
family's violence. Her association with Brauron enables the transformation
of the story of her perverted sacrifice into a dramatic narrative of a girl's
ritual survival. Iphigeneia, however, cannot ever be wholly restored. The
traces of both ritual and tragic violence are not eradicated, but translated
into a cult status that honors the memory of her exclusion.
III. Orestes' Nostos at Halai Araphenides
Orestes' journey of exile and return is also cast as a rite of passage. The
depiction of his liminal transition—that is, his near-sacrifice—appears to
imitate the paradigm of girls' rather than boys' maturation rites. I begin by
discussing the relationship between return and rites of passage in
Aeschylus' Oresteia and Iphigenia in Tauris in order to account for the
framework within which this hypothetical shift from the boys' to the girls'
initiation scenario and Orestes' return is envisioned. After establishing the
dramatic correspondences between Orestes' and Iphigeneia' s ritual passage,
I will discuss briefly whether male and female rites of passage were
perceived as morphologically distinct.
Aeschylus also cast Orestes' return to Argos in the Choephori as a rite
of passage gone awry due to the matricide, as Froma Zeitlin and Anton
Bierl have argued.^^ In that play, Orestes' ephebic role not only prefigures
the negative outcome of his anomalous "ritual" endeavor, the matricide, but
also depicts the failure of return from a communal viewpoint. That is,
Orestes' failure to assume his hereditary right is equated with an
adolescent's failure to gain entry into the group. In the Aeschylean tableau,
the failure of the first return is specifically designed to provide a strong
contrast with the subsequent political resolution in the Eumenides. The
positive outcome of the trial and the reconciliation of the Furies can be
explained by the fact that Aeschylus' chief interest in the Eumenides lies in
the politics of his day and in the Areopagos.
Euripides in Iphigenia in Tauris undercuts the triumph of the political
resolution in the Eumenides by depicting the unappeased Erinyes as
relentlessly pursuing Orestes.^'* At the same time, the failure of the trial
does not challenge the Aeschylean resolution directly, but suggests that,
outside the contemporary frame of reference of Athenian politics of 458 BC,
such an outcome would not constitute a viable answer for the matricide.^^
" Zeitlin 1984; Bierl 1994.
•''' On the issue of Orestes' ritual exclusion and the Choes, see Burkert 1983: 213-43;
Hamilton 1992; Wolff 1992: 325-29.
^^ On Euripides' reinterpretation of the Eumenides, see Burnett 1971: 70-71; Caldwell
1974-75; Sansone 1975: 292; Seidensticker 1982: 202-03; Roberts 1984: 102-08; Wolff 1992:
329; Goff 1999: 116-23.
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Taken at face value, the failure of the trial, moreover, signals that no
political or institutional measures can be sought within society to absolve
Orestes of the matricide. This is consistent with the treatment of the Orestes
story in Euripides' Electra, since in that play also the trial falls short of
obliterating Orestes' guilt and, as a result, he is sentenced to permanent
exile (1273-75).^^ Euripides' adaptation of the Oresteia relies not only on
the reversal of the ending of the trilogy, but also on the earlier ritually
ineffectual return in the Choephori, and thus the attainment of return relies
on a successful ritual reintegration. In this way the topical limitations of the
Aeschylean solution emphasize the illusory quality of Orestes' return in
Iphigenia in Tauris rather than its apparently auspicious conclusion. The
failure of the trial suggests that Aeschylus' pragmatic resolutions and
Euripides' fantastic ones are equally contrived.
Compared to the more schematic depiction of Orestes as an adolescent
initiand in the Choephori, the ritual apparatus of Orestes' journey to the
land of the Taurians is more specific and elaborate. In Iphigenia in Tauris,
it is not Orestes' return to Argos, but rather his mission of recovering
Artemis' statue that Apollo bestows upon him, a mission that is initiatory in
character and is reminiscent of the archetypal journey of the hero.^''
Orestes' and Pylades' wandering, their original plan to steal the statue of the
goddess at night, the use of deceit and references to hunting suggest the
beginning of a liminal phase of an ephebic transition.^^ While these traits
allude to male inititatory rites, the particular ritual transition which Orestes
undergoes subsequently resembles more closely that of his sister. ^^ More
specifically, the prospect of his sacrifice following his capture by the local
inhabitants (330-35) is avoided through the mock purification and replaced
by the institution of the rites of mock slaying at Halai. The latter is
conceived as compensation for his near-sacrifice and as a result the
combination of substitution-compensation exhibits strong morphological
affinities with the paradigm of Iphigeneia and by extension with the Arkteia.
Our limited knowledge of the cult of Artemis Tauropolos at Halai and
the lack of adequate evidence regarding male and female rites of passage in
the fifth century render this argument a priori tentative. The hypothesis that
Orestes' transition may reflect elements found in girls' rites serves a double
dramatic purpose: The approximation of Iphigeneia's and Orestes' ritual
^^ Compare also Orestes' banishment to Arcadia and his reintegration by means of a
marriage in the distant future to Hermione (E. Or. 1644-54).
^' Bierl 1994: 92-95, in keeping with his thesis regarding Apollo as an ephebic god, argues
that in the /T Apollo and Artemis guide Orestes' and Iphigeneia's passage, respectively.
^*Belpassil988.
^^ The problem of boys' initiations in Athens is a particularly vexed topic because the
information that we possess regarding ephebic initiation only goes back to the fourth century.
See Vidal-Naquet 1986a: 126-44. Nevertheless, historians of religion use comparative data
from rituals from other areas in Greece for drawing inferences to supplement limited or
fragmentary evidence.
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circumstances accents the common fate of brother and sister and also
accommodates Orestes' plight as an outcast. Since male maturation rites
target the definition of one's future role in the community, Orestes, who has
already failed as an adolescent to gain access to his rightful position {pace
Aeschylus), may now be an even less likely candidate for such rites because
of the matricide. The attainment of return through a transition more typical
of female than male rites subtly undercuts the success of Orestes' return,
despite the fact that his journey ends with the institution of male rites. From
the ritual point of view, however, the existence of overlapping elements
may also be an indication that male and female rites may not have been
perceived as being as distinct as one might think. Nevertheless, it is
important to examine whether perceived morphological similarities between
male and female rites conveyed a different meaning because girls' and
boys' rites served a different social function.'*^ I begin by illustrating the
similarities between Iphigeneia's and Orestes' ritual transitions.
Iphigeneia's and Orestes' common plight as initiands is evoked through
their depiction as sacrificial victims of Artemis (Iphigeneia: £a9a^ev, 8;
acpayeiaav, 20; acpdyiov . . . Kal 0ij|i', 211-12; Orestes: xa xx\c, Geov
G-uiiax', 329; eq xepvipdq xe Kal acpayei' eTtefXTie aoi, 335; ^evcov acpdyia,
336-37; Tipoacpay^a, 458; lepoi, 469; Toiq Ecpeaxcoai acpayfi, 726).'^^ Not
only is Orestes removed from Apollo's protection and placed in the realm of
Artemis, but it is Artemis' priestess who initiates and oversees his ritual
journey (28).'*2 Iphigeneia assumes a role similar to that of Artemis, who
had guided her own transition by stealing her away from the altar.
Iphigeneia employs a similar contrivance, whose ritual efficacy is more self-
consciously symbolic and theatrical than the goddess' earlier intervention.
Instead of animal sacrifice at the altar, she stages a ritual of mock
purification to enable the escape. Mock purification cannot be said to
correspond exactly to the transition that Iphigeneia or the arktoi experience.
Mock death according to the paradigm of substitution and compensation
involved the sacrifice of the deer or the ritual disguise of the girls as bears.
The representation of mock death is adapted in Orestes' case to the
requirements of the transition of return for dramatic reasons. Just as the
girls' lives are exchanged with that of the animal victim, so Orestes' mock
purification may be viewed as a release from madness and the Erinyes,
through which he can evade the liminal status of outsider. This mock
purification provides a kind of substitution, as it were, offered in
'^o Lincoln 1986: 99-109; S. G. Cole 1984.
"" On the dramatic parallelism between the depictions of Iphigeneia's and Orestes' near-
sacrifice, see Sansone 1975.
"•^ Calame 1997: 110-13 argues that Apollo and Artemis each oversee mainly boys' and
girls' rites, respectively. Apollo and Artemis had a joint cult in Sikyon. Artemis Orthia in
Sparta, however, presided over boys' rites. Initiation of boys and girls is attested in the cult of
Artemis Triclaria at Patras.
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compensation for the pollution of the matricide."*^ This successful
resolution is, nevertheless, set against the backdrop of Orestes' banishment
from Argos and his failed trial in Athens, a reminder that matricide itself
can never be overridden. The symbolic language of ritual conveys at the
same time the success of Orestes' return and the illusion of such an
outcome."*^
The institution of rites of mock slaying at the end of the play confirms
that Orestes' ritual journey may be explained in aetiological terms. This is
schematically represented below (1458-61):
v6|iov xe Gee; t6v5'- oxav eopxd^Ti Xeox;,
Tfi(; afiq acpaynq ccjioiv' eTcioxetco ^icpoq
5epTi npbc, avbpbc, al|id x' e^aviexo),
baiaq eKaxi Ged 0' oncoq xi[iac, exu.
1460
Rite of Passage
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according to the paradigm of the female rites in nearby Brauron. Orestes
must offer compensation (ccTioiva, 1459) for his release from Artemis' altar
in the land of the Taurians, just as the arktoi must ransom their own lives
through ritual performance (Koivaq ctpKieijeiv xac, eavxcov TiapGevoDq,
Suda a 3958).46
The hypothesis that the description of the male rites at Halai is
dramatically cast so as to reflect elements of the female rites does not
presuppose that the rites described were fictional in every respect.'*'^
Nevertheless, if one accepts the argument, as I am suggesting, that Orestes'
transition may reflect elements of the female rites, then it is reasonable to
assume that the aetiology regarding the rites of bloodletting may not
correspond precisely to the audience's contemporary cultic reality. Angelo
Brelich notes that the foundation of two cults at the conclusion of a single
dramatic plot probably stems from the close association between the two
Attic cults:"*^ The temples excavated at Halai and Brauron'*^ share an
adytorv'^ and the krateriskoi characteristic of the Arkteia.^' The extant ritual
and archaeological record regarding Artemis Tauropolos at Halai does not
shed any light on whether rites of bloodletting were practiced at the site.^^
Scholars who argue that Halai was associated with boys' rites of passage do
so entirely on the basis of Euripides' testimony. ^^ Fritz Graf considers the
ritual flogging of ephebes at the altar of Artemis Orthia described by
Pausanias as the closest parallel to the rites of bloodletting. ^^^ Pierre
Bonnechere, however, has demonstrated recently that Pausanias' account
offers a late reinterpretation of the rites practiced there during the Classical
^ Brule 1987: 192-93; Bonnechere 1994: 51.
'^'^
Scullion, in his contribution to the present volume (pp. 227-28), regards the rites of
bloodletting as fictional.
"•^ Brelich 1969: 246. See also Wernicke, REl.l (1895) 1399-14(X), s.v. "Artemis."
^^ On the dating of the temples, see Travlos 1976: 203 and Kahil 1979: 76.
5° Travlos 1976; Kahil 1977: 95-96. Against the existence of an adyton in the temples at
Brauron and Halai, see Hollinshead 1985 and the critiques offered by Dowden 1989: 38 n. 51
and Bonnechere 1994: 49 n. 145.
5' Kahil 1977: 88.
^2 On Artemis Tauropolos and initiations, see Graf 1979, 1985: 413-16 and 1997, where he
illustrates that the different cults of Artemis Tauropolos were related to strange ritual practices
that appeared non-Greek. It has been argued (see above, note 24) that the new rites reflect the
grim and implacable nature of a goddess who was known since early times as the Koxvia
Bripuv. See further N. Marinatos 1998.
"Lloyd-Jones 1983: 91-97; Graf 1985: 414-15. See also Calame 1997: 142-74.
Bonnechere 1994: 50 cautions against excluding girls' participation at Halai—the krateriskoi
recovered at Halai point to the possibility that the Arkteia may have been practiced there also
and Menander's Epitrepontes (451-53) mentions the participation of women in nocturnal
dances at the Tauropolia. He points out that boys' statues have been found at Brauron and that
a procession of ephebes was included at the festivities of Artemis Mounichia. On the
Tauropolia, see Deubner 1932: 208-10.
^^ Graf 1979: 36-38 also discusses evidence from other cults of Artemis Tauropolos that
appear to be associated with male initiations.
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period. 5^ Despite the lack of evidence regarding the historical practice of
the rites of bloodletting, it remains to discuss whether the dramatic
approximation of male and female rites may be justified on ritual grounds.
The elements of violation/transgression rectified through the foundation
of a ritual offered as atonement to the implacable Artemis recur in related
aetiological myths.^^ These conrunon elements cannot, however, sufficiently
explain differences in the morphology and typology of the corresponding
rituals. While the elements of animal substitution and near-sacrifice occur
in morphologically equivalent combinations in male and female rites, their
interpretation depends—issues of historical development aside—upon the
social meaning embedded in the function of the corresponding rituals.
For example, animal substitution is prominent in female rites in
variations such as animal transformation (lo, Proitids, Callisto), disguise
(Artemis' smearing to avoid the advances of the river Alpheios),
concealment (Persephone, daughters of Orion) within the context of rites
that signify different aspects of the dangerous transition to puberty,
sexuality or motherhood.^^ Identification with animals occurs also in boys'
rites (e.g. as xaupoi in the cult of Poseidon in Ephesos or as ^o-oayopEcJ-oi
in Sparta), but functions differently since male rites were designed to
introduce the boy into the adult male society as hunter, sacrificer, warrior or
citizen. ^^ The boys' temporary transformation into animals may be
equivalent to a symbolic death or dehumanization similar to that of the girls,
but is conceived as preparatory for roles which were hierarchically higher
than those of the girls. Thus, the occurrence of the same motif in male and
female rites signifies uniformity of function or meaning only in broad terms.
In the case of the Proitids, animal transformation as punishment signals the
end of maidenhood and the transition to marriage, while the transformation
'^ According to Pausanias, the statue of Artemis Orthia was the one that Orestes and
Iphigeneia brought back from the land of the Taurians, while the strange practice of whipping
Spartan ephebes at the altar was explained as having evolved from human sacrifice, which
ended under Lycurgus (Paus. 3. 16. 7-10). The similarities between the Euripidean ailion and
Pausanias' account are striking: common origin of the statue, the evolution of the rite from
earlier human sacrifice and bloodletting. Bonnechere 1993 and 1994: 52-55 points out the
differences between Pausanias' and Xenophon's accounts of the rites at the sanctuary of
Artemis Orthia (Xen. Const. Lac. 2. 9; Plut. Lye. 18. 2) and demonstrates that Pausanias'
account offers a reinterpretation of the rites practiced there in the Classical period. In
Xenophon's account, the ritual consisted in a competition between two groups of ephebes in
the course of which one group would attempt to steal cheese from the altar, while the other
would oppose them in their effort and attempt to whip them. The theft of the cheese had
disappeared in the later account and the element of whipping had assumed a greater
prominence. The rites described by Xenophon are more closely connected with ephebic
initiation. Bonnechere concludes by noting that the mythical origin of ritual flogging could
have been based upon the Euripidean rites at Halai.
^^ For example, in connection with Artemis Triclaria and Dionysos Aisymnetes or in
connection with the Proitids and the cults of Hera at Argos and Artemis at Lousoi. See
Bonnechere 1994: 55-^2, 118-21, 136-39.
^^ Dowden 1989.
58 Graf 1985: 414-16; Dowden 1989: 37.
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of boys into wolves in the Lykeia is associated with the preparation of boys
as warriors in Arcadia.^^
Unfortunately, there is no information that relates the description of the
rites at Halai to their function. The rites are described as taking place at an
annual celebration in honor of the goddess (oxav eopxd^Ti ^ecoq, 1458) in
what appears to be a token initiation—only one man is cut at the throat with
a sword. The use of dvrip (1460) instead of Ttaiq obscures the connection of
the rite with male rites of passage, although it does not exclude the
possibility that this festival rite may have evolved from earlier maturation
rites. It is not possible to determine solely on the basis of the aetiology the
function of the rites of mock slaying (tests of physical endurance? future
status of initiands as warriors?), even though an audience better acquainted
with the cult in question may have been able to extract much more.^^
If we were to argue that Euripides slants the cultic reality which his
audience knew,^' what would be the implications of interpreting the male
rites at Halai through the context of the girls' rites and the Arkteia?^^ jj^g
boundaries between male and female roles are not always distinguishable in
the phase of transition because the differentiation of social roles appears to
be more clearly marked at the stage of reintegration. ^^ Orestes' ritual
transition resembles, as we have seen, that of Iphigeneia and the arktoi,
even though he ultimately becomes the founder of male maturation rites. If
we accept that Euripides is not merely reflecting contemporary cultic
practice at Brauron and Halai, but is also manipulating a particular narrative
pattern of religious experience, then it is possible to suggest that he fashions
Orestes' ritual journey after the paradigm of the Arkteia in order to bring
about the exile's return.
The Arkteia symbolized "ritualized struggle for physical survival" at
the beginning of puberty. ^"^ By adapting the ritual pattern of animal
substitution and compensation to Iphigeneia's and Orestes' dramatic
transition, Euripides explores the aftermath of the Atreid tragedy through a
ritual construct that creates the impression of catastrophe survived.^^ The
^^ Burkert 1983: 90-91. Similarly, Areas' and Phrixos' sacrifice may be differentiated from
Iphigeneia's near-sacrifice along the same lines: Areas will become the founder of the
Arcadians and Phrixos, whose sacrifice mirrors that of Iphigeneia closely (escape from sacrifice
and subsequent animal sacrifice as substitution) is associated with rites of a civic character in
the sanctuary of Zeus Laphystios. See Bonnechere 1994: 91 n. 360, 96-107.
^ On a fourth-century inscription which mentions a choregos of nvppixioTal (5£G XXXIV
103), see Ceccarelli 1998: 82-85, who relates the male rites to the later ephebeia.
^' On the topic of Euripides' originality with respect to cultic aetiology, see Keams 1989:
48-53; Scullion in the present volume. See also Dunn 1996.
^^ One can speculate as to whether the Arkteia was practiced alongside the male rites at
Halai and whether this accounts partially for the morphology of the male rites or the infiltration
of female elements in the aetiology of a male maturation ritual.
" On this complex issue, see Leitao 1995 and 1999.
"Henrichs 1981: 207.
^5 Burnett 197 1.
2 1
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illusion found in cult is mirrored in the illusion of Iphigeneia's and Orestes'
return. The ritual echoes of girls' transitions in the male rites underscore
the illusion of his successful return, which is paradoxically attained through
female initiation. Orestes' return is ceremonially commemorated by the
mock slaying rites that he must found "for form's sake" (1461) in
compensation for his own near-sacrifice. Finally, the rites of the cult of
Artemis Tauropolos not only ally Orestes with his sister in Brauron for the
rest of time, but also look back to the land of the Taurians, a reminder that
as rites of return they also constitute the remembrance of the common tragic
past of the last of the Atreids.^^
Case Western Reserve University
^^ I wish to thank the editors of this volume for their detailed and helpful critique of the
arguments. Special thanks go to John Gibert and David Sansone, who read and commented on
earlier drafts. The paper has been greatly improved by the numerous suggestions of Jerise
Fogel, Aristoula Georgiadou, David Leitao, Vassiliki Panoussi and Walter Spencer. I am also
grateful to Mary-Kay Gamel and Philip Phillips for their help with the translation of the
epigraph.
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Tradition and Invention in Euripidean Aitiology
SCOTT SCULLION
In the context of the discussion of cultic aitiologies in his book Tragedy's
End, Francis Dunn concludes that in a number of cases Euripides has
invented either a new aitiology for an existing cult or the cult itself.' I
suspect that many scholars, and perhaps historians of Greek religion in
particular, may be disinclined to accept Dunn's conclusions—to cite just
one vividly pugnacious example, John Wilkins has described as "perverse"
the idea that Euripides invented the cult of Eurystheus in HerakleidaP-—and
I should like here, from a somewhat different perspective and with more
detailed arguments, not only to endorse Dunn's views but to stake out an
even more sceptical position.
By way of provocation, I should like to begin by quoting some words
of Northrop Frye and suggesting that what he says about Shakespeare is
equally applicable to Greek tragedy:
The poet, like the pure mathematician, depends, not on descriptive truth,
but on conformity to his hypothetical postulates. The appearance of a
ghost in Hamlet presents the hypothesis "let there be a ghost in Hamlet."
It has nothing to do with whether ghosts exist or not, or whether
Shakespeare or his audience thought they did.-'
It hardly needs saying that this is not the sort of attitude with which either
literary critics or historians of religion approach Greek tragedy. Robert
Parker has lately published an admirably subtle and learned discussion of
"Tragic and Civic Theology"; he faces squarely what he calls the
"dissociative argument" (that is, more or less Frye's argument that
"imaginative structures ... are independent of belief), but ultimately
rejects it, claiming among other things that "such a dissociation would in
fact surely be a paradox, when so many tragedies issue precisely in the
foundation of a civic cult.'"^ Parker is clearly assuming that the tragic aitia
can be taken at face value and so support his conclusion that civic theology
' Dunn 1996: 45-57, 60-63, 87-97, 115-19, 136-37; in some cases Dunn presents his
conclusions with minimal argumentation.
2 Wilkins 1993: 191, on lines 1040-42.
3 Frye 1957: 76.
" R. Parker 1997: 144-^8, quoting Frye 1965: 48 and 1976: 13.
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imposes certain constraints on tragic. I do not dispute this conclusion, but
there is plenty of scope for further debate about the precise nature and limits
of these constraints.
The tragedians on the whole remain true to the essentials of Greek
religion—which is a very compendious term for an almost infinitely various
set of practices, divinities and beliefs. This is a fundamental point, and one
of the central ways in which paganism differs from monotheistic traditions.
The mental habits of monotheism die hard, and historians of Greek religion
are still affected by them—one thinks for example of Walter Burkert's
emphasis on killing and guilt as central to animal sacrifice.^ It is easy for us
to forget that no Athenian could have participated in anything like the full
complement of distinct rituals for distinct divinities performed in Attica in a
given year, or been familiar with all the aitia traditionally attached to them.
Moreover, despite what we generally think of as the conservative tendency
of religion, the introduction of new Greek cults and modification or
disappearance of old ones, even at a measured pace, will have amounted in
the aggregate to considerable and constant change, certainly by comparison
with monotheistic traditions. Given this endless variety, paganism is bound
to be far less constraining (in Parker's sense) than monotheism. I suggest
that the actual practice of the tragedians—their invention not only of
aitiologies but of cults—corresponds to this relative lack of constraint, and
that the assumption that the tragedians never invent cults is founded on a
failure to reckon fully with the essential variousness of pagan religion, as
well as on the preconception that imaginative literary work is necessarily
subordinate to religious, political or other authoritative ideologies.
This kind of prefatory generality sometimes rouses the suspicion that
the sequel will rest on a less-than-convincing evidentiary basis, and in a
certain sense this is true of the case to be made here. Our evidence for
Greek cult is both limited and tricky, and it is seldom possible to disprove
the alleged existence of a cult, whether the allegation is ancient or modem.
The best we can offer in the normal course of things are arguments from
relative plausibility and patterns of evidence, and most of what follows is in
that category. But let us begin with a few cases admitting fairly compelling
arguments.
In the Andromache Euripides has Thetis command the burial of
Neoptolemos's body (1238-42):
d)v 5' ouvek' f)X,9ov ariiaavo), av 5' evSexov.
Tov |iEv Gavovxa x6v5' 'AxiKXiioq yovov
Gdvjfov Koptvaaq Ux)Qi\d\\ npbq eaxdpav, 1240
AeX,(poi(; oveiSoq, loc, aKayyiXk^i xdcpoi;
(povov p{aiov xr\(; 'Opeaxeiaqxepoi;-
Burkert 1983 passim.
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This passage occurs in a deus ex machina scene, and is in every respect
indistinguishable from the typical aition that gets pressed into service as
evidence in histories of Greek religion. Since there is no way for a tomb to
"report" anything other than by means of an inscription,^ this "evidence"
attests the existence not only of a tomb of Neoptolemos by the hearth-altar
at Delphi, but also of an inscription on the tomb laying the blame for his
death on Orestes. No one can believe that such an inscription existed
—
quite apart from the fact that a persistent general tradition regarded
Neoptolemos as himself to blame.^ Why is this passage overlooked when
scholars are expressing their confidence in the reliability of Euripidean aitia,
or in other words assuming that they belong among the traditional, "official"
aitia of established cults? This is not after all a novel aition for an obscure
cult in a remote corner of Greece, but a wholly fictitious claim about a
major monument at the most famous of Greek sanctuaries, which any
number of people in Euripides' audience will have known of their own
experience to be false. How, I wonder, might this case be accounted for in
such a way as to preserve the credibility of other Euripidean aitial
This is not the only fictitious inscription in the plays—nor, by the way,
are such things confined to poetry: Detlev Fehling has shown that even
Herodotos invents monuments and inscriptions.^ In Suppliant Women
(1188-1204) Athena instructs Theseus:
^ The verb aTtayyeX^eiv means "report," and regularly governs as expressed or understood
object a form of words or verbal proposition of some kind, so that in the present passage the
tomb must be understood to deliver its message either by speaking or by means of an
inscription. As Albert Henrichs points out to me, John Frederick Nims in the Grene and
Lattimore Chicago translations clearly takes it in the latter sense, but I find no one else who
does. Announcements by tombs and reports enjoined on wayfarers by them are of course
common, the epitaph of the Spartans at Thermopylai (Hdt. 7. 228. 2) being only the most
familiar example; on the general phenomenon of "speaking objects," see Burzachechi 1962,
esp. 27, 37-39 and 43-45 on tombs. The usual translation of a.naY^iXkr\\ in the Andromache
passage is "proclaim," but whereas that particular English word (unlike the verb "report") can
be used in a metaphorical sense equivalent to "indicate," I can find no parallel in Herodotos,
Thukydides, the tragedians or Aristophanes for such a use of a.najiiXKjE.w , ayyiXkzw or their
cognate nouns. Every example in these authors involves the delivery of a verbal message; a
dream is said by Herodotos (1. 210. 3) to "report" its point or meaning, and Aischylos twice
calls dust in the air the ava\)5o<; ayythic, of an army on the move (Seven 82, Suppliants 180),
but in both cases a familiar type of sign is being said to yield a specified verbal proposition, and
does so by an immediately comprehensible process (by contrast, it has yet to be explained how
the mere existence of a tomb would convey the information that Neoptolemos had been
violently killed, let alone Orestes' responsibility for that killing). In his definition of tragedy,
Aristotle (Poet. 1449b26) uses the noun precisely to distinguish "verbal report" from "active
representation": Spcovxwv Kal o-u 5i' anayyeXiaq. The linguistic pragmatics of these words
provide no support for the usual reading of our passage, the principal appeal of which is that it
keeps Euripides from saying something obviously "false"; that the tomb delivers its message
by means of an inscription is the natural interpretation, and the burden of proof surely lies with
those wishing to maintain the usual interpretation, which treats d7tayYeA,A,eiv as equivalent to
liVTineiov eivai or \iapxvptiv.
'' General tradition: Pindar, Paian 6. 100-20; Paus. 4. 17. 4, 10. 24. 4-6.
» Fehling 1989: 22-24, 133-40.
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npcoxov X,dP' opKov. TovSe 6' 6\ivx)\a\ xpewv
"A5paaTOV • ovToq icijpioq, xvpavvoc, (ov,
ndaric; xmep ynq Aavai5(ov opKconoTeiv. 1 190
6 6' opKoq eaxav iititcot' 'ApyeioD^ x^ova
ic, TTiv5' enoiaeiv noXeiiiov navxeDxiav
dXXwv t' iovTcov eiinoSwv Griaeiv 56p\).
Tiv 5' bpKov EKkinovxEc; eX,9(oaiv noXiv,
KaKcoq oXeoGai npoatpeTi' 'Apyeicov x%va. 1 195
ev wv 5e xe^vew acpdyia xpri a' aKovi ^io^).
eoTvv xpiTiovq aoi xa^Konovq eao) 56|i(ov,
ov 'lA,{o\) Tiox' e^avaaxTjaaq pdGpa
anovSriv en' akh]\ 'HpaKX,fi<; opixconevoq
oxfiaai a' ecpeixo n\)0iicTiv npbq eaxdpav. 1200
ev T(oi5e Xav|a,oi)(; xpeic; xpiwv ^flX(ov xenwv
eyypavi/ov opKoix; xp{7co5o(; ev koiA,coi Kuxei
KctTieixa acoi^eiv Gecov 6bq d)i AeA,(p(ov ^eX.ei,
Hvrijieid 0' opKcov |j.apxijpTi|xd 0' 'EXXdSi.
The oath of Adrastos binding the Argives to perpetual non-aggression
against Athens is to be inscribed on a bronze tripod and preserved "by the
hearth-altar at Delphi"—doubtless available for consultation next to the
Neoptolemos-inscription! Jacoby calls this "a poor invention made for the
politics of the day," but goes on: "The tripod with this oath either did not
exist at all . . . or if it did exist it bore another treaty between Athens and
Argos (perhaps that of 462/1?), for Euripides can hardly have invented
entirely at random."^ This is a very telling statement. One might speak of
an invention and leave it at that; to call it a poor invention, but then feel
obliged to try to vindicate the bungler of outright "random invention" is on
both counts to apply to Euripides a standard evidently foreign to him. Far
from fumbling the duty to abide by historical fact Jacoby arbitrarily foists
upon him, Euripides clearly feels entitled as a poet to invent an object and
an inscription giving concrete imaginative shape to an obligation his
audience would willingly attribute to Argos. Perhaps that is all that can
usefully be said, although these cases almost cry out for a disquisition on
the inscribing of Active texts within tragic texts.
A convincing case can be made for drawing a similar conclusion about
another pair of aitia, which involve Helen and the Dioskouroi. In Helen
(1664-69) the Dioskouroi appear ex machina and tell Helen that after her
death she will join them in receiving the type of offering called theoxenia:
acoxfipe 5' fmeic; aw Kaaiyvfixco binXG>
Tiovxov 7rapi7i7ieiL)ovxe ne\i\\fo\iev ndxpav. 1665
oxav 6e Kd^\)frm Kal xekevx^a^iq p{ov,
0e6q KeKA,fiar|v [Kal AioaKopwv ^exa
O7cov5cbv ^ie0e^ei(;] ^evid x' dvOpcbncov ndpa
e^eic; ^e0 ' fmcov Zeuq ydp (b6e pouXexai.
' Jacoby, FGrHist lUb Suppl. II 35 1 n. 23.
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Similarly, in Orestes (1635-37), Apollo tells Orestes that Helen now has a
place in the heavens with the Dioskouroi as a saviour of sailors:
Zrjvoq yap ouaav ^fiv viv a(p9itov xpewv,
Kdaxopi te noX,\)5et)Kei x' ev aiGepoq nx\)xai(;
auvBttKoq eaxai, vauxiXoK; aojxripioq.
Martin West notes in his commentary on Orestes that saving sailors is a
traditional function of the Dioskouroi, and that "Helen as a goddess was
associated with them, but not in this role, and it may be an ad hoc
innovation by Euripides." ^° This conclusion, sound in itself, is supported by
the Helen passage. Alongside Herakles, the Dioskouroi are by far the most
frequent recipients of theoxenia, but there is no evidence for Helen
receiving it either with them or in her own right. • ' In both cases we have
abundant evidence for the factuality of the role attributed to the Dioskouroi,
but none at all for that attributed to Helen. Surely the only reasonable
conclusion is that Euripides is simply transferring their activities to her,
despite the fact that no member of his audience would associate her with
those activities. Helen did receive cult, as for example at Thorikos in
eastern Attica, where she and the Dioskouroi are offered sheep on the same
ritual occasion, '2 but her cults are few and unspectacular; the association
with her brothers' more wide-ranging activities considerably enhances her
status as a divinity, which is doubtless the point of Euripides' invention
—
but invention it is.
In these first four cases, no arguments that might vindicate the
factuality of what Euripides says suggest themselves. This is not true of the
aitia we turn to next, but anyone convinced that one or more of the passages
dealt with so far represents not just innovation but invention is really no
longer in a position to endorse any such statement of faith as that of
Wilkins: ''Aitia at the end of Euripides' tragedies always belong to real
cults."'^ Yet the habitual assumption that they must belong to real cults is
likely to kick in at just this point in the argument, as we begin to look at
cases not subject to compelling proof. They are of course not subject to
proof either for or against, and by way of softening up resistance it is worth
saying that if there is a convincing case that Euripides has in four cases
invented cults or aspects of cults, it is hardly reasonable to conclude that in
all the cases that are not subject to proof he must be reporting authentic
cultic tradition.
•° M. L. West 1987: 291, on line 1637.
'' On theoxenia, see Jameson 1994, with a list of recipients at 54. Chapouthier 1935: 127-
51 discusses representations of a goddess between the Kabeiroi or Dioskouroi, who is
sometimes, particularly at Sparta, Helen, but none of these monuments antedates the third
century BC or has anything to do with theoxenia; cf. H. J. Rose, CR 49 (1935) 242; M. P.
Nilsson, Gnomon 12 (1936) 43-46.
'2 5£G 33 (1983) 147. 37-38.
'3 Wilkins 1993: 191, on Herakleidai 1040-42.
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With this in mind, we may turn to Herakleidai 1026-44, where
Eurystheus responds to Alkmene's threats to kill him:
KxeTv ', 01) napaixo\)^a{ ae- TTiv6e 6e nxoXvv,
enei |i' dcpfiKe Kal KaTTiiSeoBri Kxaveiv,
Xpriaiacoi naXaicoi Ao^iou 5a)priao|iai,
oq (ocpe^Tiaei ^ei^ov' ti Sokei xpovwi.
Gavovxa ydp |ie 0dvi/e9 ' o\) x6 ^lopai^iov, 1030
5ia(; ndpoiGe napGevoi) FlaXA-TiviSoq-
Kttl aoi |xev eiSvo'uq Kal Ttokzi owxripioq
jiExoiKoc; aiel Keiao^ai Kaxd xGovoq,
xoic; xcov5e 5' eKyovoioi 7ioX,e^ia)xaxo(;,
oxav ^loXcoai 6et)po auv KoXKr\\ xepi 1035
xdpiv 7tpo66vxeq xriv5e- xovouxwv ^evcov
TtpoijaxTixe. nox; o\)v xaiix' eyo) Tien-uaiievoi;
6e\)p' fiX.9ov dX.^' oi) xp^<J^ov fi^6|i.Tiv 0eov>;
"Hpav voni^cov Geacpdxcov Kpeiaaco 7toA,i)
KoiJKavTipoSouvain'. dXA,d ^rixe noi xodq 1040
I^TjO' ai|a' edorix' eic; e}i6v axd^ai xdcpov.
KaKov ydp aiaxoic; voaxov dvxl xcbv5' eycb
5(oa(o- 5iK>^v>v 5e Kep6o(; e^ex' it, e|iovi-
i)Ha(; x' ovtictco xouaSe xe pX,d\|/co Gavcbv.
This passage is normally taken to attest a heroic tomb of Eurystheus near
the temple of Athena Pallenis at Pallene. Strabo (377) reports that
Eurystheus 's body was buried at Gargettos, which is near Pallene, but his
head by the spring of Makaria in Trikorythos in the Marathonian tetrapolis.
Pausanias (1. 44. 10) and Apollodoros (2. 8. 1), however, report a tomb in
the Megarid, a much more likely location for a hero protecting Athens from
Argive invasion. Commentators nevertheless point to the Strabo passage as
confirmation of Euripides' account, although there is no other evidence for
heroic cult of Eurystheus in Attica. •*
Here we must digress briefly to consider the probative value of such
attestations of cult in Strabo, Pausanias and other later authors. Of course it
is possible that Strabo and Euripides, despite some notable differences, are
both reporting authentic cultic realities of the fifth century. But it is equally
possible either that subsequent heroic cult for Eurystheus was prompted by
this passage in Euripides, or that a literary tradition of such cult arose from
it, and was elaborated by Strabo' s time, without an actual cult ever having
existed. Indeed, the specific elaboration in Strabo points to the last
conclusion: It can hardly be coincidental that Eurystheus' s head is buried
by the spring of the HeraJdid Makaria, the story of whose self-sacrifice was
''' See e.g. Wilkins 1993: xx, 191; cf. Keams 1989: 48-50. Euripides probably locates the
cult at Pallene because of the cult of Athena there and the town's strategically important
location in the pass between Hymettos and Pentelikon giving access to Southern Attica from
the area between Fames and Pentelikon devastated by the Spartans under Archidamos earlier in
430, very likely the year of Herakleidai, according to Thuk. 2. 23.
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probably invented by Euripides in this very play (though he does not in fact
name her). '^
Strabo and Pausanias made extensive use of sources, and they and their
intermediate sources clearly regarded the tragedians as authorities for
religious history. A good example is Pausanias' s report of the cult of the
Semnai Theai on the Areopagos (1. 28. 6), where he both takes for granted
what was surely Aischylos's own identification of the Semnai Theai with
the Erinyes of myth, and seems surprised that although "Aischylos was the
first to represent them with snakes in their hair, there is nothing frightful in
their images, nor in those of the other underworld gods."'^
Indeed, we can detect the influence of tragic myth and aitia on "real
life" very much earlier than Strabo and Pausanias. When the Athenian
politician Kallistratos warned the Arcadians not to form alliances with
Thebes and Argos, the cities of polluted Oidipous and Orestes, the Theban
Epameinondas replied by asking where those heroes ended their lives. '^
This story belongs to the 360s, and shows that already by then a Theban
(mind you, not an Athenian) could regard the alternative versions of the
myths of Oidipous and Orestes that were invented or at any rate most
memorably retailed by the Athenian tragedians as at least quasi-
authoritative in real-world terms. So too the Atthidographers and
Hellenistic scholars on whom Strabo and Pausanias generally rely treated
the dramatic texts as sources for cultic history.
To return to the Herakleidai passage, there is another fairly clear sign
that the tomb of Eurystheus is a Euripidean invention. In lines 1040-41
Eurystheus forbids both libations and blood (i.e. animal) offerings at his
tomb, which amounts to forbidding heroic cult altogether. Commentators
have sometimes suggested that axd^ai in 1041 governs xodq and aijia as
objects, and that we are to understand an amoxiq as subject of the verb, that
is that only the Herakleidai are forbidden to make offerings. This seems a
very forced interpretation, certainly not linguistically the natural one, and is
at bottom a shift to avoid the conclusion which Emily Kearns (who also
wants to avoid it) allows is possible, that Euripides has Eurystheus forbid
cultic offerings because there existed no cult of Eurystheus in Attica.'^
Giinther Zuntz, in general very sceptical of historical allusions in
tragedy, made out a good case for regarding the sympathetic presentation of
Eurystheus here, and the innovation by which he is executed by Alkmene
rather than dying in battle, as a response by the tragedian to the execution of
•5 Wilkins 1993: xvi.
'^ On the sources of Strabo and Pausanias, see E. Honigmann, RE IVA (1932) 76-155, s.v.
"Strabon 3," at 103^7, esp. 132-36, 144-^7; O. Regenbogen, RE Suppl. VIII (1956) 1008-97,
s.v. "Pausanias 17," at 1077-80.
^^ Isok. Panath. 121-22; Nepos, Epam. 6. 1-3 = Plut. Reg. apoph. 193c-d, Praecep. reip.
ger. 810f; Justin 11. 3. 11. R. Parker 1997: 149 discusses this event to somewhat different
purpose.
'» Kearns 1989: 49-50.
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the Peloponnesian envoys to Persia in 430/29.'^ The motif of the enemy
who becomes a protecting hero is of course familiar,^^ and in Herakleidai it
is the culmination of the startling process by which Eurystheus, whose
herald is vile and whom every spectator will have expected to hate, turns
out, like Klytaimnestra in Elektra, to be sympathetically circumspect and
human, and whose execution is therefore brutalizing. There is every reason
to believe that the motif of the protector hero enters this play, in Frye's
terms, hypothetically, as a reflex of the play's themes, not as an inescapable
cultic reality to which the literary and mythical tradition of the villainous
Eurystheus must be subordinated.
Of course not all of the cultic motifs in Euripidean tragedy are
manufactured from whole cloth. Medea is a good example. There is plenty
of evidence for annual sacrifices offered by the Korinthians at the grave of
Medea's children, but general tradition held that the Korinthians had
themselves killed them.'^' Euripides makes Medea not only their killer but
also the founder of the cult, which she describes in prospect (1378-83):
oi) br\x\ knei a(paq xfiiS' eyw 9a\j/w x^pv.
(pepo\)a' eq "Hpa<; xe^evoc; 'AKpalaq Geou,
ox; ^ri xiq auxovq noX,e|j.icov KaGuPpiarji, 1380
x\)|j.Po\)(; dvaoTicbv • yfii 5e xfii5e IiaiL)9o\)
aeiiVTiv eopxTiv Kal xeA,r| jtpoad\j/o^ev
x6 A,oi7i6v dvxl xo\)5e 6\)0aePo\)^ <p6vo\).
There is no doubt that this aition is an invention—in this case even ancient
sources like Parmeniskos and Ailianos say so—and its effect is deeply
ironic in a characteristically Euripidean way. Medea's murder of her
children "focuses attention on the age-old problem of the woman's role in
childbirth and parenting,"^^ and strikingly illustrates the vanity of the wish
of such Euripidean characters as Jason (573-75) and Hippolytos (616-24)
that men might get their children without the need of women—from temples
for example. The aition brings these themes together in a very concentrated
way. Hera is among other things a goddess of marriage, and dedications by
a mother in a temple of Hera would normally commemorate the blessings of
marriage or childbirth. Medea's cultic foundation is thus an especially
arresting example of the sort of perversion of ritual we have become
accustomed to recognize in tragic imagery and metaphor through the work
of Froma Zeitlin, Helene Foley and others. It is surely inconceivable that a
story of deliberate maternal infanticide can ever have been the traditional or
an acceptable aition for a public cult. Similar in this respect is the festival
'Zuntzl955:81-19;
2" Keams 1989: 50-53.
^' Paus. 2. 3. 6-8; ApoUod. 1. 9. 28; Philostr. Her. 325 K; Parmeniskos in Z Eur. Med. 264;
Didymos in Z Eur. Med. 264; Ail. VH5.21.
" In the formulation of Melissa Mueller in the abstract of her paper for the Banff
conference.
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Sophokles has Klytaimnestra establish (Elektra 276-85) to memorialize her
successful murder of her husband. Such cultic foundations can exist only in
tragedy, and are unthinkable in the world of actual cult.
Something similar is probably going on in Hippolytos 1423-30:
aol 6', CO xaXamcop', dvxl xcov5e xwv Kaicwv
tincc^ [xeyiaTac; ev %okt\ Tpo^r|viai
5(00(0- Kopav yap a^uyei; Y(Xfi(ov 7t(xpoq 1425
KOfiaq Kepovvxai ooi, 5i' aicbvoq naKpou
7iev9ri neyioxa SaKpuoov Kap7io\)|j.ev(ov
(xel 5e no\)aonoi6(; ic, ae TiapGevcov
eaxai ^epl^lva, kouk (xva)v\)^oq neawv
ep(0(; 6 OaiSpai; ic, ae aiynOiiaexai. 1 430
Artemis assures Hippolytos that Troizenian maidens before marriage will
memorialize his death by hair-offerings and hymns. Here again we have
only much later evidence in Pausanias (2. 32. 1-4) and Lukianos {Dea Syria
60) to suggest that Euripides may be reflecting actual cultic practice, and it
is again likely that Euripides himself is their source. We have a fair amount
of evidence for pre-marriage hair-offerings by girls, but in every case the
recipient, whether goddess or heroine, is female. ^3 It seems clear that
Hippolytos did receive heroic worship at Troizen,^'* but the particular cultic
practice Euripides "attests" would stand alone in the history of Greek
religion. As a reflex of the play's themes, on the other hand, a typical
example of Euripidean ritual irony, the maidens' worship makes perfect
sense. I conclude that it is totally unsafe to use this passage as evidence for
the history of Greek religion, though every handbook does so.
By far the most interesting play from our point of view is Iphigeneia
among the Taurians, which contains no fewer than three prominent aitia. It
is remarkable that a play which is at one level so focused on barbarianism
—
on the "other," the non-Greek—should be at another and more basic level
all about being Greek;^^ in cultic terms Euripides brings this aspect of the
play even closer to home, and all three aitia are connected with specifically
Attic cults.
The first of them (945-60) occurs, unusually, not at the end but two-
thirds of the way through the play:
eaxiv yap oaia virricpoq, iiv "Apei Ttoxe 945
Zexx; eiaax' ek xov dr\ xepwv \imG\iaxoc,.
eXGwv 5' eKeiae Tcpwxa ^lev <\i'> oi)5eiq ^evwv
EKWv e6e^a0' mq 6eoi<; axvyov\itvov •
01 5' eaxov ai5co, ^evia novoxptXTie^cx |xoi
Tiapeoxov, oik(ov ovxeq ev xamm oxeyei, 950
oiyiii 5' exeKXT|vavx' (XTipoacpSeYxov \i\ onioq
" See Frazer ad Paus. 2. 32. 1; Barrett 1964: 4 with n. 3.
2^ See Barrett 1964: 3-6.
25 See E. Hall 1989a: 201-23.
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5aiT6<; x' ovaifiriv 7tcbnaT6<; t' amm 5ixa,
e<; 5' ayyoq i5iov laov anaai BaK/iov
Hexprina nXr\p(aaavxec, eixov fi5ovTiv.
Kdyo) 'b,ek£.y^ai ^ev ^ivoxyq o\)k ti^{o\)v, 955
TiXyouv 5e aiyfii koc56ko\)v otjk eiSevai,
^eya axevdi^cov ouvek' r\ urixpot; (poveuq.
kA,il)co 5' 'A0rivaioiai xdfid Suax'uxfi
xe>.exfiv yeveaGai, kccxi xov v6|aov ixeveiv,
Xofipeq dTYOi; UaXkaboq xi^av Xecov. 960
Even many historians of Greek religion regard this aition of the Choes, the
second day of the Athenian Anthesteria, as Euripides' invention. ^^ The
principal ritual events of Choes were the drinking contests held throughout
Athens, culminating in the evening with the offering of the remnants at the
temple of Dionysos ev Aifivaiq. Whatever else may or may not have been
true of this day—a few sources speak of an atmosphere of gloom, though
not with reference to the drinking—the mood of the worshipers broaching
the new vintage was clearly very jolly, as one gathers from Aristophanes'
Achamians (1000-03). The notion that the c/zoM5-vessel had its origin in
avoidance, or rather semi-avoidance, of contact with a polluted person will
not hold water. What then is Euripides up to? One thing he seems to be
doing here he does also in the other two aitia. As we move towards the
play's conclusion the barbaric practices of the Taurians and their barbaric
Artemis, more markedly foreign earlier in the play, increasingly take on an
Athenian aspect as residual components of—or dark shadows round—Attic
rituals. The Choes-a/n'on is Euripides' first move in this direction, and
establishes the mood that becomes much more pronounced in the two
culminating aitia.
Athena appears at the end of the play and issues instructions for two
cultic foundations (1446-67):
[laGcbv 5', 'Opeoxa, xdq i\ia.c, tK\Q\ok.aq
(K^ijeK; yctp a\)5fiv Kainep o\) napwv ^zaq),
Xcopei /(.aPwv 6i-iaX\ia aijyyovov xe ariv.
oxav 5' 'AGiivaq xdq 9eo6|irixou(; ^6>-r|i<;,
Xcopoq xiq eaxiv 'AxGiSoq npoq eaxaxoiq 1450
opoiai, yeixcov 6evpd5o(; Kap\)ax{aq,
lepoq- 'kXaq viv o\)\ioc, ovo^d^ei X,ecbq.
evxat)6a xev)^a<; vaov i5puaai ppexa(;,
encovu^iov •ff\c, TaDpvKfiq novcov xe acov,
o\)c, e^e^oxBeK; TcepiTioXwv Ka0' 'EXkaha 1455
oiaxpoK; 'Epivuwv. "Apxejiiv 5e viv ppoxoi
xo Xo\.nov \)\ivi\oo\><3\ Tat»po7c6A,ov Gedv.
vonov xe Geq x6v5' • oxav eopxd^rji X,ecb(;,
xr\c, <5T\c, acpayfic; drcoiv' ertiaxexco ^{(po(;
2^ See e.g. Deubner 1932: 96-112; Nilsson 1967-74: I 587-89; full references and a clear-
minded account in Robertson 1993.
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5epTii npbc, avSpbq aind x' e^aviexw, 1460
boiac, eKaxi 0ed 9' onmt; ti^iok; exrii.
oe 6' d|X(pl aeiivdq, 'Icpiyeveia, XeiiiaKaq
Bpa\)p(ov{a(; Set Tfii6e KA,Tii5ouxeiv Geai-
oi) Kttl Te0dv|/T|i KaxGavouaa, Kai tcetcXcov
dya^^id aoi Br|ao\)Oiv eiJTrnvouc; ixpdq, 1465
dq dv yuvaiKeq ev xoKoiq vi/uxoppayeiq
XvTicoa' ev oiKoiq.
Orestes is to found a temple at Halai to house the image of Artemis rescued
from the Tauroi; with reference to the yfi TaDp iicri and Orestes' troubles
TtepiTio^cov Ka0' 'EXkd^a (1454-55) the Artemis at Halai will have the
epithet Ta-upono^oq. As a memorial of the averted sacrifice of Orestes, and
to honour the goddess, blood will be drawn from a man's neck with a sword
at the festival. Iphigeneia is to proceed to Brauron, where she will be
K^rii6oTJXO(; of the goddess, and where she will be buried and receive as
offerings garments of women who die in childbirth.
The only cultic facts Euripides seems to be drawing upon here are that
Artemis was worshipped both at Halai Araphenides and at Brauron in
Eastern Attica, that at Brauron she was closely associated with childbirth,
and that Iphigeneia was connected with the Brauronian cult.^^ Euripides
introduces a residual human sacrifice into the cult at Halai, which he
connects with Orestes. The Artemis at Halai had the epithet Tauropolos,
which has to do with bulls, but Euripides forges a pseudo-etymological link
with the Tauric myth by the pun on Ta\)poi and itepinoXGiv. No doubt it is
the etymology of Iphigeneia' s name that leads him to create as a cultic
parallel for her a special connection with childbirth; that she is offered the
clothing of women who die in childbirth is the grim, Tauric residue on her
side.
It becomes clearer that it was by some such process as this that
Euripides invented these rituals and aitia when we collate them with the
cultic evidence. We are not well informed about the cult of Artemis
Tauropolos at Halai, but what we do know of the festival Tauropolia from
Menander's Epitrepontes (451-57), that it was celebrated by both men and
women, involved a nawMyiq and invited or at least led to very licentious
behaviour, coheres with the goddess's appearances elsewhere, in
Sophokles' Aias (172-78) for example, as a divinity who sends madness.
None of this fits very well with a symbolic human sacrifice; Greek legends
and myths of human sacrifice invariably conjure up a grim or at least very
contained ritual atmosphere incompatible with a riotous Ttavvuxic;.
But Euripides' symbolic human sacrifice has caught the imagination of
scholars; a particularly spectacular example is Fritz Graf's treatment of the
^^ For the evidence, see Deubner 1932: 207-09. See also the discussion by Angeliki
Tzanetou in her paper in this volume.
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rite as a symbolic beheading.^^ Most scholars bracket it with the Spartan
rites for Artemis Orthia, in which young men were beaten with boughs at
her altar,^^ but despite the common element of human blood the parallel is
not close. By Cicero's time (Tusc. 2. 34) the rites for Artemis Orthia had
become a spectator sport: Young men were lined up and flagellated, and the
one who endured longest was the winner. Pausanias (3. 16. 9-10) relates an
aition that would suit that sort of ritual: When the Spartans fell out amongst
themselves during a sacrifice to Artemis many were killed at her altar and a
plague ensued. An oracle advised the Spartans to wet the altar with human
blood, and they chose a man by lot and sacrificed him, a custom which,
according to Pausanias, Lykourgos altered into the scourging of ephebes. If
we took this aition at face value it would be a good parallel for Euripides',
but we ought not to do so. The earliest mention of the rite is in the
Lakedaimonion Politeia of Xenophon (2. 9), and this and a passage of
Plutarch's Life of Aristeides (17. 8) that coheres with it make it clear that
originally the young men were not simply lined up and flogged: They were
attempting to get hold of cheeses from the altar while others beat them back,
and the winner was doubtless the one who got hold of the most. Both the
competitive and the collective aspects of the rite were clearly central, and it
is nowadays generally and rightly connected with initiation ;3^ the bloodying
as such was clearly not central, and it would be a mistake to regard this rite
as any kind of reflex of human sacrifice. In Euripides' aition, by contrast,
the bloodletting is central, and if a real ritual lay behind the aition it could
hardly be regarded as anything other than a reflex of human sacrifice and as
such a unique phenomenon in the history of Greek religion.^^
We are much better informed about the cult of Artemis Brauronia, the
most famous component of which was of course the Arkteia, a pre-marriage
rite for Athenian girls. ^2 We infer pretty safely that Iphigeneia was
aitiologically central to this rite,^^ \y^[ Euripides says nothing of it in the
play, doubtless because there was nothing particularly grim or Tauric about
it. The copies of the Brauronian archive-inscriptions found on the akropolis
at Athens provide abundant attestation of the dedication of garments to
Artemis by women as thank-offerings for childbirth,^'* and this will have
been the prompt for the Euripidean dedication of dead women's garments to
^* Graf 1979: 41: "wird ein Mensch andeutungsweise am Altar gekOpft"; "wird eine
Enthauptung imitiert."
29 On the cult in general, see Wide 1893: 97-102; Dawkins 1929, esp. 399^07: H. J. Rose,
'The Cult of Artemis Orthia."
^° First by Frazer ad Paus. 3. 16. 10; recently e.g. Graf 1979: 41.
'' See Henrichs 1981; Hughes 1991; Bonnechere 1994.
^2 Wolff 1992, esp. 322 n. 38, includes up-to-date bibliographical references; see also
Henrichs 1981: 198-208. Lamentably, the inscriptions Papadimitriou found at the site between
the late forties and the early sixties remain unpublished.
" Wolff 1992: 322 f. and n. 38. with further references.
^'* IG 11^ 1514-25. 1528-31; A. M. Woodward. Hesperia 32 (1963) 169-86, nos. 8-10; cf.
Linders 1972.
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Iphigeneia, for which there is no evidence whatever. In an article published
in 1985, Mary HoUinshead, though she assumed that Euripides must be
reflecting cultic reality, made clear how difficult it is to reconcile what he
says with the archaeological evidence.^^ Three buildings have been found
at Brauron: a large open stoa with dining rooms along two sides of it, a
temple and a smaller hieron. loannis Papadimitriou, the excavator,
identified the smaller hieron as the heroon of Iphigeneia,^^ but this
identification cannot survive the testimony of the temple records. These
show that garments dedicated to Artemis Brauronia were preserved in two
structures, the Old Temple and the Parthenon, which are mentioned
repeatedly in the inscriptions, and the excavated temple must be the
Parthenon, the smaller hieron the Old Temple. There was thus no heroon of
Iphigeneia at Brauron, certainly none of sufficient size to contain garments
dedicated to her.^^ Her name does not in fact occur on any of the objects
excavated at Brauron of which we have any report. It has only been a quite
unjustified privileging of the IT aition that has led to the notion of a heroon
there; in Iphigeneia at Aulis {XAAl-AZ) Euripides has Iphigeneia say that she
will have no tomb, but that Artemis' s altar will serve as her memorial, and
Euphorion (fr. 91 Powell) refers to a Kevripiov or cenotaph of Iphigeneia at
Brauron. I conclude again that Euripides' aition is a reflex of the play's
themes rather than of cultic practice.
This is perhaps the right point at which to suggest one or two "fall-
back" positions which might appeal to those unwilling or unprepared to
accept the arguments made here. In their use of religious material in
general—ritual terminology, divine epithets and so on—the tragedians are
far less innovative than it is here suggested is the case when they produce a
full-dress aition. All three tragedians often deploy gods and ritual language
in startling ways, but what is startling are precisely the incongruous
applications, especially metaphorical applications, of familiar cultic
language and material. I incline to the conclusion that, by contrast, the aitia
or the cults they refer to could as a matter of convention be wholly fictitious,
and that this has to do precisely with—is, if you like, justified by—their
prominent role, serving clear thematic purposes, at the ends of plays. It is
true that they serve such purposes whatever one makes of their cultic
authenticity, but in virtually every case collation with the cultic evidence
raises suspicions of one sort or another, and many of them are certainly
anomalous. In the end, I am not prepared to conclude that as a matter of
35 HoUinshead 1985, esp. 425, 433-35.
3^ Papadimitriou 1955: 119.
'^ Linders 1972: 17-19 discusses in detail the offerings of "half-woven" garments, which
she connects with the offerings of wool and wool-working and weaving implements that are
also attested, in support of Kondis's view "that Artemis was also the protectress of female
domestic crafts." Thus the view of Dillon 1997: 202 that "the 'half-woven' items listed in the
records of dedications can only be cloth which women did not finish weaving before their death
in childbirth," i.e. that these were the Euripidean offerings to Iphigeneia, is unjustified
—
quite
apart from the fact that all the offerings in the inscriptions are for Artemis.
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sheer coincidence so many anomalous or otherwise unknown cults or aitia
both really existed and just happened in addition to suit Euripides' thematic
needs so well.
For those who find this conclusion too bold, however, there are one or
two alternative lines of argument one might fall back on. The first is that,
given the almost infinite variety of real cults and traditional aitia, the
audience may simply not have known or noticed that some of those in
Euripides were his own invention. This argument might work tolerably
well for non-Athenian material, even if relying on this kind of vagueness to
"slip by" invented cults seems a chancy undertaking, but it cannot explain
the Athenian inventions. A second and better line of argument addresses
this difficulty, what for many may be the instinctive feeling that Euripides
must have stayed close to reality when dealing with Attic cults. Just as a
given cult could have more than one aition—we often have two or more and
they are often strikingly different—so too it could be conceived as having
passed through a long development from its original to its contemporary
form, during which components of it, specific ritual practices for example,
came and went. Thus, if we insist on the audience being able to regard
cultic activity mentioned in a tragedy as "authentic," it may be that when
hearing of the bloodletting at the Tauropolia spectators would be expected
to conceive of this as the (or an) original form of the worship of Artemis
Tauropolos which in the lapse of time between the mythical era of Orestes
and their own day had disappeared. Developmental schemes of this general
kind were very familiar in fifth-century Athens. Rightly or wrongly, I have
overcome my own instinctive resistance to the idea that the tragedians were
straightforwardly and openly inventing, but this "lapse-of-time" argument
might have its attractions for those convinced that the pattern of anomaly is
suspicious but unable to believe that tragic theology could ever be wholly
unconstrained by civic (to use Parker's terms).
For all practical purposes, leaving aside the fragmentary plays and
some minor tinkering with Aischylos's Areopagos aition in Orestes and
Elektra, we have now dealt with every specifically cultic aition in Euripides,
and the result, when we scrutinize them as a group, seems clear: a fair
amount of tradition underpinning a great deal of invention. I emphasize
again that the conclusions I am drawing about the aitia do not seem to me
applicable to Euripides' employment of religious material in general, and
this is I think true of all three tragedians. Even in the cases of the rituals or
cults he invents, Euripides is normally generating either a novel feature of a
known cult or a new cult of a familiar type. On the other hand, we must
always bear in mind that Greek religion was much more mutable and, so to
speak, much more mythical than the monotheistic traditions. Thus if
Aischylos lays special emphasis on the coherence of the divine world,
Sophokles perhaps on its inscrutability and Euripides on the attempt to
rationalise it, none of them is doing anything "unorthodox." Just the most
basic thing about Greek myths is their variability, and there is no reason to
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isolate a special category of aitiological myths of which this is not true,
which are somehow fixed or privileged.^^ Nor of course was there a sort of
Panhellenic priesthood, transcending the level of the individual cult, which
policed religious discourse or religious myth. So too the old half-truth
about Homer being "the bible of the Greeks" is at least a useful reminder
not only that they had no canon of sacred texts but that for them discourse
about the gods was an ongoing, open-ended process carried on above all in
individual literary classics, among which Athenian tragedies took a
prominent place. Perhaps the closest analogue in the Western Christian
tradition is Milton, whose Protestant orthodoxy is the result of his own time
and place, but whose radically creative or recreative approach to the myths
of Genesis reflects his love for and response to Midrashic tradition and
especially to ancient literature. None of this is startlingly novel, of course,
but we perhaps need constantly to be reminded of it in order to avoid
instinctive and narrow assumptions about what Greek writers can or cannot
have done. Greek cults and cultic practices were established and altered and
abandoned—in this sense you couldn't step twice into the same Greek
religion. Who of us can assert with confidence that Greek tragedians, poets
who without hesitation brought gods on the stage and put words in their
mouths, cannot possibly have exercised their imaginations on cults too? Is
it unthinkable that Athenian audiences, accustomed for example to the
tragedians' often disturbing employment of ritual terminology, would
accept that in the radically imaginative world of tragedy the authenticity of
aitia and even of cults is based on their coherence with a play's postulates
and themes rather than on their correspondence to so-called "real life"?
Certainly all three tragedians take advantage of this imaginative
freedom. Most of us think nowadays that the aition of the Areopagos court
in Eumenides is a novel and probably politically-loaded invention of
Aischylos's own,^^ and it is hard to avoid the conclusion that the secrecy of
the location of Oidipous's grave and of the offerings at it in Oidipous at
Kolonos corresponds to their absence from actual cult. In the play,
Oidipous is summoned by a disembodied divine voice and carried off
somewhere near the sanctuary of the Semnai Theai at Kolonos; both the
secret of the location of his grave and its ritual tendance are entrusted to
Theseus and his descendants (1518-34, 1760-67). This hardly sounds like
an aition for public worship at a known heroon in Sophokles' day, but
scholars point to Pausanias's report of a tomb of Oidipous, despite the fact
that this tomb is in the sanctuary of the Semnai on the Areopagos, and to the
recent discovery of a roof tile marked EEMNf^N 0EQN near the hill of
^^ Though there were of course constraints on the suitabihty of a story to serve as a standard
aition of a pubHc cult, such as would rule out for example Euripides' aition for the cult of the
children of Medea.
^' See Sommerstein 1989: 1-6.
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Hippios Kolonos as confirmation of Sophokles' aition^^ The difficulties
here are perhaps obvious: It is highly unlikely, if not impossible, that there
can have been two tombs of Oidipous in Athens, and the existence of a
sanctuary of the Semnai at Kolonos probably ought to be regarded as a
prompt for Sophokles' invention of a secret heroic cult of Oidipous there
rather than as proof of its authenticity. The tomb on the Areopagos attested
by Pausanias may or may not have existed in the fifth century, and it is
therefore possible that there then existed a tomb in some other location.
Nevertheless, it is difficult to conceive of a plausible connection between
Sophokles' story and any sort of cultic reality. Supposing there was a tomb
in or near. the sanctuary of the Semnai at Kolonos, its location and tendance
must have been either secret or public; we know from Deinarchos (1. 9) of
secret cults at Athens tended by the council of the Areopagos. If the
location of Oidipous' s tomb was secret, why would Sophokles betray or for
that matter even know of it? We must remember here that the text of the
play is quite emphatic that the efficacy of Oidipous' s protective power is
dependent on maintaining the secrecy even of the approximate location of
his tomb (|xti0' ov KeKevGe [xtit' ev oiq KEitai xokoxc,, 1523). If on the other
hand some originally or aitiologically secret tomb and cult had in the course
of time become public, why would Sophokles be so emphatic that the
protection depended on the secrecy? Surely the safest conclusion, here as
so often in Euripides, is that the secret tomb of Oidipous protecting Kolonos
is a dramatic postulate rather than an attestation of cultic history, an
imaginative vision linking Sophokles' greatest tragic hero with his
home town.'*^
I conclude then not only that in this as in other respects tragedy has
"nothing to do with Dionysos," but that it actually admits of the ad hoc
generation for literary purposes of entirely imaginary aitia, rituals and cults.
Oliver Taplin has spoken of the consolation—often perhaps a rather
complicated sort of consolation—that the continuous memorialization into
the present established in the tragic aitiologies offers.'*^ This is not the less
true, it seems to me, for most tragic aitia being fictional—it is just that this
effect is not achieved by pointing beyond tragedy itself, by subordinating
tragedy to the world of actual cult. Trojan Women is one of the plays that
"O Paus. 1. 28. 6-7; tile: H. W. Catling, AR (1988-89) 13. Euripides. Phoinissai 1703-07,
even if they were genuine (and I share the view of Fraenkel and Diggle that they are not), only
predict Oidipous's death at Kolonos, not a burial or a cult, and such a tradition about his death
might have existed without heroic cult being implied. Paus. 1. 30. 4 notices at Kolonos an altar
of Poseidon Hippios and Athena Hippia and a heroon of Peirithoos, Theseus, Oidipous and
Adrastos. This shared heroon is not a tomb of Oidipous, and the cultic associations are with
others than the Semnai; the cult must be later and Sophokles' play may have suggested its
establishment.
'"
I find that Griffin 1998: 52 with n. 49, who treats the significance of cult foundations in
tragedy with salutary scepticism, raises very similar doubts about cult of Oidipous at Kolonos.
Griffin's article is an important and entertaining criticism of the most recent modes of
subordinating tragedy to one or another extradramatic agenda.
*^ In his paper at the Banff conference.
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lack a cultic aition, but it does hold out as consolation for the destruction of
Troy the memorialization of the city in song. Hekabe says near the end of
the play that Troy has been singled out for the gods' hatred and that the
Trojans have sacrificed oxen in vain, but that if the god had not destroyed
the city they would have disappeared altogether and not become the subject
of hymns and the songs of future generations of men (1240-45). Robert
Parker notes that Trojan Women is theologically the bleakest of Euripidean
tragedies, holding out the possibility, even if distanced in time and space, of
the gods abandoning a city altogether.'*^ Clearly there is no place for a
cultic aition here,'*'* but one has the sense that the songs of future
generations include Euripides' Trojan Women, so that the consolation
Hekabe is talking about can be offered by tragedy itself. Nor is this
consolation a sort of historical artefact for the women of Troy; it is
hypothetically available to every spectator, to you and me. So too with the
aitia, rituals and cults Euripides invents; whatever effect of memorialization
or consolation they possess is a function of tragic drama, and this would be
so even if they were real. What matters to us, twenty-four hundred years
on, is what was surely the essential thing then too: not, for example,
whether or not Eurystheus had a non-sacrificial heroic cult in Attica, but
whether enmity could be transformed into humane sympathy, and ultimately
into a strength that would save the city.'*^
Union College
"3 R. Parker 1997: 154-55.
'**
I am grateful to Kevin Lee for drawing my attention to 1 188-91, where Hekabe imagines
the epitaph that a poet might write for Astyanax's tomb, which would be a reproach to Greece;
Lee suggests that this might be taken as a marked avoidance of a typically aitiological ending.
So too Astyanax will never fulfill his promise to tend Hekabe's tomb (1 182-84).
*^ This is a revised version of a paper given in a somewhat abbreviated form at the Banff
conference and in German at the Freie Universitat Berlin, with minimal annotation to suit the
space restrictions of the publication. I am grateful to both audiences for much helpful
discussion, to Barbara Kowalzig, Robert Parker and Christian Wildberg for reading and
commenting on the paper, to Martin Cropp and Kevin Lee for organising such a splendid
conference and for very detailed suggestions and criticism, and to Bemd Seidensticker for
criticism, encouragement and his Homeric hospitality in Berlin; it is no mere formula to add
that none of those named should be assumed to endorse my conclusions. I am indebted above
all to Albert Henrichs for hours of endlessly helpful discussion and for a wonderful German
translation (and improvement) of a paper about which he has his doubts.
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Piety as Service, Epiphany as Reciprocity:
Two Observations on the Religious Meaning of the
Gods in Euripides ^
CHRISTIAN WILDBERG
Three theological dimensions necessarily constitute the religious
relationship—as it is traditionally conceived—between mortals and
immortals: First, there is the unilateral relationship of humans to the divine,
commonly called "piety," a term which due to its modem connotation of
quietism and humility is at best problematic if applied without qualification
to the ancient context. Second, there is the unilateral relationship of the
divine to the world of mortals, i.e. the dimension of "epiphany." Third,
there is the correlative dimension of reciprocity—the notion of religious
consequentialism, that the deeds of the gods and the deeds of humans are,
however obscurely, interdependent in such a way that the gods respond to
the thoughts and deeds of man.
This paper proposes and explores two quite different but related theses:
The first thesis is that intriguing evidence suggests that at the end of the fifth
century a probably small group of intellectuals in Athens (to which not only
Euripides, but also Socrates and perhaps Sophocles belonged) revised the
traditional notion of piety by defining it in terms of "supportive service"
(i)7tripea{a) and in consequence elevating the intrinsic moral and
ontological status of mortals vis-a-vis the immortal gods.
The second thesis concerns the dramatic device of the epiphany of
wrathful gods in Euripidean theater. Not only is it the case that, in plays
like the Hippolytus, the Heracles, and the Bacchae, immortals are involved
and invested in the human drama to such an extent that the dramatic
performance itself assumes the status of an epiphany. More than that, in
these tragedies, epiphanies do not seem to be straightforward external
events of quasi-cosmic proportions, but appear to be also, and
fundamentally so, cases of a complicated kind of reciprocity, in which the
protagonist's subjective and (invariably) misguided conception of a god's
This paper is dedicated to my daughter Nora, whose birth in May 1999 prohibited my
presenting an earlier version of this paper in person at the Euripides conference in Banff.
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nature assumes the status of an objective and baneful epiphanic
manifestation.
However, after the lively but inconclusive discussion of the twentieth
century, the subject matter of the gods in Euripides needs to be approached
with some circumspection, and one has to begin, therefore, with a
preliminary clarification.
I
When Protagoras delivered his first public lecture in Athens, entitled "On
the Gods," an anecdote tells us that he met his audience in the house of
Euripides. Protagoras began his presentation, famously, with a confession
of agnosticism, claiming that he was unable to say anything with precision
about the gods, whether they exist or do not exist, or what they are like.
Many things, he explained, impair human ability to comprehend them: the
god's obscurity, and the brevity of our lives.^
The fact that the great tragedian may have played host to Protagorean
agnosticism seems ominously to forebode the problems modem critics face
when they try to understand the function and meaning of gods in the
tragedies of Euripides. Although the topic of religion in Euripidean drama
has somewhat dropped out of fashion in recent years, one cannot overlook
the discouraging fact that the scholarly discussion, vigorous as it once was,
has yielded hardly any substantive results, let alone a critical consensus.
Even a cursory glance at the scholarly literature of the past hundred years
reveals a veritable disarray of opinions that cannot be assembled into a
coherent conceptual framework.^
To some scholars, the subtext of Euripidean drama suggests that the
poet himself was a Protagorean agnostic;'* others submit that he tried to
invest an already disenchanted universe with religious and moral meaning
but eventually succumbed to tragedy's intellectual counterpart, the mundane
rationalism of the sophists.^ Some suggest that Euripides was in fact an
atheist who actively contributed to the increasing sentiment regarding the
Diogenes Laertius 9. 54.2]
^ For a more detailed discussion of the past scholarship on religion in Euripides, see
Wiidberg, forthcoming: Ch. 1.
* Cf. e.g. Knox 1985b; Effe 1990; C. P. Segal 1989b: 10-11: "His [sc. Euripides'] concern,
then, seems to be less with shaping a conclusive theology than with creating an interlocking
structure of events, attitudes, and supernatural forces that makes us deeply question the moral
nature of the universe and of our role within it." Karl Reinhardt's seminal article of 1957 was
influential for this view.
^ This seems to be the view of Lesky 1972: 515 and especially Rohdich 1968: 168: "Im
Kampf gegen die Sophistik geriet der Tragiker dialektisch in die Position des von ihm
Bekampften: die Bestreitung der sophistischen Theorie von den erfundenen Gottem schlagt auf
ihn selbst zuriick; wie der Sophist unfreiwillig zum Tragiker wurde, so wird der Tragiker zum
Sophisten."
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moral bankruptcy of the Olympians.^ These scholars can marshal the fact
that the charge of atheism in fact dates back to the time of Euripides, when
Aristophanes used it to amuse his audience {Thesm. 450-52). At the
opposite end of the spectrum of interpretations one finds those who
emphasize certain traditional religious elements in Euripides' tragedies and
resist diagnosing any significant tension between the Euripidean
deployment of gods on stage and the operative religious texture of the
polish
The discussion has reached an impasse, so much so that the most
attractive response might indeed seem to be a stance of Protagorean
agnosticism. Yet the impasse is to some extent a necessary consequence of
the fact that scholars have asked an intrinsically unanswerable question.
The interest that drove most earlier inquiries into the problem of the gods in
Euripides was to discover what the tragedies tell us about the religion of
Euripides, i.e. the poet's personal intellectual and moral attitude toward
Olympian deities. The answer is of course, "Nothing," or, if that seems too
harsh, at the very best, "Nothing certain." For the poet and his intellect are
forever hidden behind the lattice-work of theatrical convention,
mythological tradition, dramatic characterization and a system of signs that
now pose as imperfect simulacra of essentially performative works of art.
Worse than that, the script as we have it is often fraught with references and
meanings that are all but lost. It is as though the text has become orphaned
over time, a signifier from and to a lost world that fails to signify anything
accurately precisely because it has become separated from its cultural and
intellectual source and foundation.
In spite of all this there remains the question—and no doubt a
legitimate question—whether one can say anything at all about those
tenuous, intrinsically personal and private religious or non-religious
sentiments and beliefs that necessarily formed the intellectual background to
these texts. The answer is both "Yes" and "No." The answer must be "No"
in so far as hermeneutic access to the poet and writer in the strong sense
—
that is to say, to the poet's and writer's self-understanding—is shrouded for
ever by an impenetrable thicket of obscurity. We cannot, from the evidence
of poetic texts alone, reconstruct successfully the commitments and beliefs
of a historical figure who lived and worked almost two and a half millennia
ago.
However, from the intelligent reading of any text there emerges the
figure of the "authorial character," which may be viewed more as the text's
formal than efficient cause,^ This postulated authorial character, which is
involved in any kind of understanding of a text, is evidently not identical
•* Verrall 1913; Nebel 1951; Greenwood 1953; to some extent also Conacher 1967. In
modem scholarship, the view can be traced back to the work of A. W. Schlegel 1846.
^ E.g. Yunis 1988; Mikalson 1991.
^ Cf. Nehamas 1999: xxi f. Nehamas 1981 offers a fuller account of a hermeneutical
approach that is guided by the notion of "the postulated author."
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with the historical poet/writer, nor is it supposed to be; it is rather the
creative product of the hermeneutic endeavor. When I speak in what
follows of "Euripides," "Socrates," and so on, I would like it to be
understood that I am referring not to the historical figure of that name, but to
the authorial or, in the case of Socrates, literary character that emerges in
the course of an interpretation. To be sure, these authorial and literary
characters will always be contaminated and modified by the perspectival
self-consciousness of the modem interpreter. But there are varying degrees
of contamination; what one must avoid, evidently, is reaching the point at
which the hermeneutically constructed authorial or literary character ceases
to be a plausible variant of the "real" historical figure. "Plausibility" in this
case will have to be established by paying close attention to the broader
cultural and intellectual context.
If one observes the distinction just made, one may rephrase the problem
of the gods in Euripides and ask the more restricted question: What do the
tragedies tell us about religious concepts and preconceptions which the
authorial character seems to employ in his dramatic plot? Here again,
probably many paths open up, pointing in different directions; some will be
more passable than others, leading to spaces with a precise location within
the greater mental and cultural world of the time. In order to find these
spaces it is necessary to allow for a certain fluidity of the boundaries of
genre. The concepts, ideas, and views that emerge as part of the foundation
of a tragic plot will have to be tested against the concepts, ideas, and views
expressed in other texts belonging to other genres, mainly philosophy and
historiography, thus establishing a nexus of "interconceptuality" within a
larger body of texts from the same or, if need be, a different period,
II
In the late Hellenistic treatise Peri kosmou, where a pseudo-Aristotelian
author summarizes the cosmology of Aristotle, the narrative traverses the
universe from its center (the earth) to its outermost sphere (the celestial
vault of the fixed stars). The upper region is the abode of the deity who is
supreme, dwelling, in the words of Homer, "on the loftiest crest" of the
whole heaven.^ When the author tries to convey the activity of this supreme
deity, he points out that it would be wrong to conceive of him as taking
upon himself the toils of a creature that works and labors; rather, the deity
controls everything by means of his indefatigable power. The author goes
on to point out that this power penetrates everything, and unlike the great
king of Persia, who relies on a staff of ministers and servants to rule his
empire, the deity in his boundless power has no need of the contrivance and
support of others (o\)5ev yap eTiixexvrioecoq ai)T^ 6ei Kai 'UTiripeaiac;).'^
' [Arist.] Peri kosmou 6, 397b9 ff.; cf. Iliad 1. 499.
'°398blO-12.
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The deity has no need of support, hyperesia. What exactly is meant by
the notion of hyperesia rejected here? On a superficial level, the idea seems
to be straightforward. Due to his supreme power, the supreme god does not
need any assistance whatsoever. The converse, viz. that gods need servants
and helpers to support their being and purpose as gods is a surprising idea to
anyone who associates with the concept "god" certain inseparable
predicates like omniscience and omnipotence. But these are distinctly
philosophical predicates, not ones that myth tended to apply to the
Olympians. From the heroic world we are familiar with the notion that gods
help one another and form alliances (like Poseidon and Athena in the Trojan
Women). These gods are in need of accomplices in order to carry out their
plans, and to a certain extent this is true even of Zeus.
However, even if the Olympians form a group of interdependent
deities, they are not generally supposed to depend, qua gods, on the service
of mortals in the sense that without their support the deity's purpose would
or could be defeated. But it is precisely this notion, I shall argue, that enters
both the tragic stage and the agora of fifth-century Athens.^'
Conventional Greek piety entailed the recognition of a stark contrast of
hierarchy and power between humans and gods: The gods are far superior
to and incomparably more powerful than any human being. On the part of
mortals, this acknowledgment necessarily elicits sentiments of veneration,
humility, and superstition—a whole complex of attitudes aptly captured by
the term deisidaimonia. One gets an authentic impression of this sentiment
not so much from Theophrastus' sketch of a deisidaimonic person, but from
one of the most important Athenian generals in the Peloponnesian War,
Nicias, son of Niceratus, a faithful and diligent adherent of ritual, sacrifice,
and soothsaying. Although Nicias' fear of the gods contributed
substantially to the demise of the Athenian army in Sicily, Thucydides'
admiration for this upright man is genuine, and Nicias is clearly a prominent
representative of what was widely regarded as the virtue of traditional
piety. '2
But now compare the piety of this historical figure to that of a literary
character, Sophocles' Antigone. According to venerable Greek custom, the
subterranean deities demand that the dead be buried. In covering her
brother Polyneices with dust, Antigone not only observes the customary
ritual, but also and more importantly fashions herself into a human
instrument of the gods and defies the political powers that be. Her self-
sacrifice becomes a symbol of the highest expression of service to a
religious cause, and what we see here may be described as a striking
example of piety spelled out in the grammar not of superstitious humility.
'
' Aristophanes' Birds is also constructed around this notion, but a discussion of comedy
would lead us too far afield.
'^ The unequivocally religious portrait of Nicias in Thucydides is particularly striking
because he gives comparatively little space to questions of this sort; cf. Jordan 1986.
240 Illinois Classical Studies 24-25 (1999-2000)
but of hyperesia.^^ The following discussion will pay close attention to this
notion in an attempt to capture the term's meaning. By way of a first
approximation it is useful to think of hyperesia as the antonym of
theomachia}'^
Euripides' Medea was written some ten years after \\\q Antigone, also
placing a towering female character in the limelight. The drama is an
extremely complex one, and the facets of Medea's character have been
interpreted in many different and essentially incompatible ways; more than
that, the impression the drama makes even on a single interpreter tends to
shift over time.'^ Without detracting from the multiple levels on which the
drama generates meaning for us, it seems to me that one can offer a reading
of the play which reveals an affinity with Sophocles' Antigone, in the sense
that it operates with a structurally comparable kind of relationship between
mortal protagonist and the divine, a relationship which one may describe as
authentic service to an essentially religious cause.
However one may ultimately feel about the morality of Medea's
conduct, she is a woman who transcends the confines of human
powerlessness and takes the rightful, and from a divine standpoint
necessary, project of revenge into her own hands. Medea both is
authentically herself and at the same time obeys a divine command,
punishing where the gods would punish, and with the same superhuman
harshness which ultimately deforms her humanity.
Recently, scholars have persuasively challenged the interpretation that
Medea acts as a woman whose rationality has somehow been perverted by
an excess of irrational thirst for murder and revenge. '^ The widespread
reading of Medea as "the barbarian" is rejected in favor of a more charitable
and complex understanding of the heroine. Many interpreters now
recognize and emphasize the importance of oaths in the drama—and in
consequence the importance of the gods—despite the fact that they nowhere
openly appear in the drama. What arouses Medea's greatest indignation is
the fact that Jason has violated a divine oath he once solemnly swore. To be
sure, Jason's new marriage is a painful violation of Medea as woman and
wife, but more importantly for the development of the plot it is also a
violation of divine law. A woman may understand and eventually forgive,
but an oath, sworn in the presence of Themis and Zeus, tolerates no
'^ Sophocles barely speaks of hyperesia (and its cognates) in a religious sense; nor does he
use the word at all in the Antigone. Instead, he employs the more conventional discourse of to
dikaion, hosion, eusebes, etc. However, it is important to recognize that Antigone displays a
kind of motivation for her action, driven as it is by considerations of divine law and the proper
treatment of kin, which can later be described by the word hyperesia. For evidence of the
religious dimension of Antigone's action, see e.g. Ant. 72-77, 450-60, 519, 742-45.
'* A useful survey of theomachia in Greek literature, and especially in tragedy, is offered by
Kamerbeek 1948.
'^ Eleanor Wilner's remarks in the preface to her powerful translation of the drama are
instructive in this regard; see Slavitt and Bovie 1998: 3-12.
'^ Boedeker 1991; Kovacs 1993; Burnett 1973: 12-15, 20; Foley 1989: 65.
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violation and knows no pardon. Hence, breaking the oath and disregarding
the commitment founded on the power of the sworn word must incur the
severest punishment. As Medea reaHzes the magnitude of Jason's offense,
she gradually, and not without hesitation, assumes the responsibility for his
punishment herself. It is not malice or the inability to control her anger
which guides her action, but the punitive sanction from above that is
triggered by Jason's perjury, and it is precisely Jason's behavior qua perjury
that arouses her fiercest anger.
Importantly, Medea understands herself as acting together with and on
behalf of the gods: "The gods and I are responsible," she says famously at
the point when the course of her action has become irreversible (1013 f.).'''
In whatever way one chooses to judge Medea's murder of her children
morally, her particular relationship to the gods, who are frequently invoked
but never openly enter the stage, must be taken into account and explained.
But if one attempts to do that, one quickly encounters the difficulty of
finding a word that adequately captures Medea's moral and religious stance.
The word "piety" in its common sense is surely unacceptable; words like
"integrity" or "authenticity" come to mind, though they too would have to
be defined in a non-standard way. It seems best, therefore to resort to a
defamiliarizing ancient word: What we encounter as dramatic subtext in
this play, too, is the concept of "piety as hyperesia," that is to say of a
willing and active service rendered to the gods and the moral code they
stand for—irrespective of the crushing magnitude of the immediate
consequences. Both Antigone and Medea ascend of their own accord to the
level of human instruments to a divine cause and thereby remain true to
their moral or religious conviction even and especially in circumstances of
adversity.
It would, of course, be a mistake to claim that throughout his plays
Euripides fashioned the religious attitudes of human characters on the
model of hyperetic piety. There are loud voices of skepticism, even of
criticism of the gods, just as there are confessions, often articulated by the
chorus, of traditional humility and devotion. However, anything that is said
in a drama has to be measured and weighed by its dramatic relevance. Cries
of skepticism and pious lyrics remain commonly just that, without being
translated into an action that drives, alters, or reverses the plot. Hyperesia,
however, and its overt counterpart theomachia, never remain dramatically
inert. When, for example, Medea invokes the oaths and calls upon the gods
as witnesses (Med. 20-23) or Pentheus resolves to fight the excesses of
maenadism (Bacch. 215 ff.), they are doing nothing less than laying the
dramatic foundation of the terrible events to come.
" Cf. also the repeated aw Gew in 625, 802; in the judgment of Knox 1977: 204, "Medea
from her first appearance has no doubt that the gods support her cause. She never wavers from
her faith that what she does has divine approval."
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The examples of Antigone and Medea show that hyperetic piety is not
at all some untragic or optimistic character-trait but is itself invested with a
high degree of explosive ambiguity. Hyperesia can lead a person to feats of
extraordinary nobility and beauty, but it is just as likely to result in the utter
destruction and negation of specifically human relationships and values.'^
If one includes the Rhesus and the fragments, the term \)nr\pix'r\c, and its
cognates occur in Euripides some twenty times. In Aeschylus and
Sophocles, the stem occurs rarely; moreover, the connotation in Aeschylus
is usually negative, in Sophocles at best neutral or ambiguous. '^ In
Euripides, being a hyperetes is almost always a positive affair,^^ and he also
uses the term in a distinctly moral-religious context. The upright character
Hippolytus, for example, serves as a paradigm of pure and unqualified
hyperesia; in his parting words to Artemis he laments that her hyperetes is
no more {Hipp. 1397). Hecuba beseeches Agamemnon to put himself into
the service of justice {x\\ 5ikti -uiiripeTeiv, //ec. 844), and when Orestes
slays Aegisthus he understands himself as the hyperetes of the gods and of
fate (Or. 890-92).
This is not the place to offer a detailed defense of the nature and
relevance of the notion of religious hyperesia in Euripides, and to discuss its
relationship to other words of piety and service, such as eusebeia, hosiotes,
and latreia?^ Instead, it might be more relevant to address the reader's
skepticism and pursue the question whether or not the idea attributed here to
the authorial character Euripides is at all a historically plausible one.
The first thing to note is that the noun hyperetes underwent a
fascinating historical development in the fifth century. The literal meaning
"under-rower," an obviously nautical term, has become unintelligible to
us. 22 In its first literary occurrences, the term seems to have no nautical
reference whatsoever and has acquired a strong negative connotation, as in
"subservient underling."^^ Being called a hyperetes was an insult.
'^ For a view that exclusively privileges the concept of theomachia as the root of Greek
tragedy, see Kamerbeek 1948, esp. 282.
1^ Cf. Aeschylus (?), Prom. 954, 983; Sophocles, OTIW f.; Phil. 53, 989 f. In Sophocles ft.
11 30 the chorus of satyrs call themselves the Bakchiou hyperetai.
20 Cf. Med. 588; Hipp. 1397; Hec. 503, 844; Suppl. 381; Hcl. 1398; Ion 639, 986; Tro. 426;
El 649, 821, 892; Hel. 553; Phoen. 1708; Bacch. 223; lA 322.
2' For a more detailed discussion of the rise and fall of the notion of hyperetic piety, which
can be traced from Aeschylus to Thucydides to Euripides and the Platonic Socrates, see
Wildberg, forthcoming: Ch. 5.
22 Richardson 1943: 55: 'There is one nautical term which has been neglected by those who
have written about the Greek ship—for the very good reason that it had ceased to be used
literally by the time our records, literary and epigraphic, begin When \)jiTipeTri<; and its
derivative UTttipeteo) first appear (in Herodotus saepe), both the particular transferred sense
'servant' and the generally transferred sense 'subordinate' were already well established to the
exclusion of the original meaning (whatever it was), and, what is more, the metaphor from the
seafaring usage seems to be already 'dead.' The essential note, however, in the group of words
(untipexriq, -unripeTea), VTtripeaia, -UTtTipeTiKot;) is not hard to assess: it is implicit,
unquestioning service in response to another's authoritative bidding."
^^ Cf. e.g. Aeschylus (?), Prom. 953 f. and 983.
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However, with the rise of the navy in the fifth century, the word seems to
have been reintroduced into a nautical context, but now the sense is not, as
one might have expected, that of "rower," but of "petty officer" who assists
the commander of a trireme.^'* Each vessel had a small number of such
trained officers, the hyperesia, who formed an indispensable part of the
crew.2^ Being a hyperetes in the navy is an important and unequivocally
positive affair. Euripides excelled in the use of nautical metaphors, and it is
unsurprising that the term (along with its cognate abstract noun, hyperesia)
finds its way back especially into the discourse of his tragedies. The idea
that Euripides operates with when he uses the term hyperesia is now one of
a service willingly rendered, an active support of another human being, a
common cause, or, in fact, a god.
Even if this is granted, however, one may be further skeptical about the
claim that what we encounter here amounts to a revisionary statement on
piety. But precisely this suggestion gains momentum when one considers
that Socrates uses the word hyperesia in his effort to commit his interlocutor
Euthyphro to a refined and defensible notion of piety. Quite clearly, the
Euthyphro contains a resounding repudiation of traditional notions of piety;
equally clearly, and before the exchange peters out without any apparent
conclusion, it gets to the point where Socrates and Euthyphro agree that
piety, properly understood, is a service {hyperesia) rendered to the gods
(14d6). Euthyphro, just like the Athenian jurymen later, is unable to grasp
the significance of the term and the idea behind it. A famous passage in the
Apology (30a5-7) indicates that Socrates in fact understood his elenchtic
meanderings through the streets of Athens precisely as this kind of pious
service rendered to the god Apollo, and an invaluable good for the state as a
whole.
The Socratic-Platonic evidence, taken together with the striking
thematic dramatization of hyperetic piety in Euripides, suggests that at the
end of the fifth century Euripides and Socrates, among others, used the word
hyperesia in a religious sense to describe a very particular relationship of a
human being to a god, a relationship that would only have been marginally
and imperfectly grasped by the traditional religious vocabulary. Whereas
the traditional view of this relationship would underscore the humiliating
powerlessness of humans in the hands of the gods, the Euripidean-Socratic
view highlights the fact that to some non-trivial extent the work of the gods
is and ought to be accomplished by human beings who place themselves at
their service.
At this point, of course, the question arises why, given its respectable
ancestry, does the later literary and philosophical tradition not seem to be
^'* Morrison 1984 has shown that the term was reintroduced from its literary into a nautical
context (the Attic navy), where it now no longer means "rower," but the crew of officers
directly under the command of the trireme's commander. This reintroduction may well have
influenced the literary valence of the term.
2^ See Morrison and Coates 1986: 1 15-17.
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familiar with the notion of religious hyperesial The answer is, I take it, that
it is an inherently muddled idea that fell victim to philosophical criticism.
Can a god who needs the help of a human, or any other being for that
matter, still be considered a god in the full sense of the word? Or, if a god
is really a god, is it reasonable to suppose that he is in need of anything, let
alone the helpful service of humans? As the pseudo-Aristotelian text placed
at the beginning of this section suggests, the notion was defeated by its own
inherent tension and contradiction. Although the notion of religious
hyperesia does feature occasionally in Plato's works, Aristotle and the
Epicureans had no philosophical use for it.
A striking upshot of this discussion is that it draws attention to a very
specific intellectual point of contact between the authorial character
Euripides and the literary character Socrates, thus making it possible, for the
first time, to independently corroborate and even substantiate the ancient
anecdote of a close intellectual affinity between the tragedian and the
philosopher, a claim powerfully revived by Nietzsche in his Birth of
Tragedy. But as the ancient evidence gains in plausibility, the criticism that
Nietzsche fashioned of it, viz. that Euripides' affinity to Socrates in fact
contributed to the death of tragedy as a genre, seems to lose ground. ^^
Nietzsche diagnosed as background to their overlapping concerns a
rationalistic optimism, an optimism that is alien to tragedy and ostensibly
corroded its foundations. He brandished this undionysiac tendency as an
"aesthetic Socratism": "Beauty is intelligibility."^^ This is of course too
simplistic, for even if we grant both that Euripides went out of his way to
render his plots intelligible and that he and Socrates agreed on the question
of piety properly understood, the fact remains that Medea murders her own
children: Euripides shows in one of his most powerful tragedies how
serving and fulfilling the will of the gods may well lead to a distortion, if
not perversion, of society's fundamental structures and relationships.
Socrates would have disagreed with this view, given that he was loath to see
anything tragic even in his own fate.
One could argue that Nietzsche's postulate, that tragedy could and
should reconstitute itself after the spirit of enlightenment has deconstructed
itself by the recognition of its own limitations, is essentially already
embodied in some Euripidean plays. The ascent of humans to the level of
moral understanding and autonomy does not, as Socrates supposed, lead to a
life that ceases to be tragic, but rather to the recognition that life's
calamities have little to do with fate or the arbitrary acts of gods. What has
changed in Euripides, as compared to Aeschylus and Sophocles, is the
^^ This is true despite the fact that, unlike the ancient anecdotes, Nietzsche did not speak so
much of the historical Socrates but of the sum total of typical Socratic attitudes, "das
Sokratische"; see von Reibnitz 1992: 320.
" Nietzsche 1872: 85. 4-7; cf. von Reibnitz 1992: 328 f.
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heightened awareness of the characters' unique responsibility for the
disasters that befall them, a point that will become clearer in what follows.
Ill
A glance at the extant tragedies of both Aeschylus and Sophocles shows
unambiguously that the appearance of gods was not required by the
conventions of the tragic stage in fifth-century Athens. The fact that a
dramatist freely chose to employ such a poetic device so frequently should
therefore give us pause. Although the actual historical reason why the poet
Euripides did so necessarily lies outside our grasp, the question of what
effect he seems to be achieving with it is still worth pursuing. Let me
therefore turn to the problem of dramatic epiphany in Euripides. The
question I am asking, again, is not the socio-cultural question of whether the
use of epiphanies helps us to understand the question what Euripides or any
other Athenian citizen actually "believed" about their gods, and to what
extent they did so; nor is it the question whether and to what extent it
reflects certain expectations of the religiously observant during the classical
period. It is the question, rather, how we as recipients are invited to
understand the reconstructed author's conceptualization of the relationship
between mortals and immortals, and what kind of work this
conceptualization seems to be doing in a drama.^^
Paradoxically, the most ostentatious representation of the divine in
Euripidean drama, the deus ex machina, is also the most elusive and
difficult to gauge. Unless I am mistaken, the deus ex machina scenes are
dramaturgical devices and have to be interpreted primarily as features of
performance, staging, and closure. In itself, an epiphany ex machina is an
audience-startling event, quite often the abrupt closure of a drama and the
supernatural removal of an impasse. In these cases, epiphany invariably
severs the continuity of the human narrative. Hence, it is certainly a
powerful and effective device to manipulate the audience, both on an
emotional and cognitive level; but it is hardly a religious statement, a
theological confession, or the manifestation of a doctrine or belief. From
the point of view of the historian of religion ex machina epiphanies are, I
believe, singularly barren.^^
^^ This conceptualization occurs, of course, in texts of different genres. If we are firm about
upholding boundaries of genre, the discourse I propose here permanently transgresses these
boundaries, reading texts side by side that ultimately and in the final analysis resist comparison.
A tragedy is not a dialogue is not a historical narrative is not a lecture. Moreover, a tragedy
speaks to us on an entirely different plane, merely enunciating its temporal presuppositions, the
antecedents of the plot, but not its conceptual ones. These become apparent, to a degree, as the
plot unfolds; they have to be gleaned from the readings and rereadings of the scenes, the
stasima, and ultimately the reenactment of the unstable dynamics of the plot. Everywhere are
the dangers of taking irony at face value, of turning the word of a moment into a leitmotif, of
vesting actors' interpolations and scribes' errors with authorial authenticity.
^^
I accept the persuasive argument that this kind of epiphany tells us more about a
playwright's dramatic technique than about his articulation of religious presuppositions. The
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In contrast to these, we frequently encounter another kind of epiphany
which is, above all, much more integral to the drama and hence far more
suggestive and resonant of religious import. Gods enter the stage as full-
fledged characters, at times even as the protagonist; an epiphany of this kind
is not some incomprehensible external event of quasi-cosmic proportions
but a powerful mise-en-scene of interactions between human and divine
beings. Turning to this more specific topic of integral epiphanies I shall
attempt to show that the appearance of the gods and the way they interact
with humans seem to presuppose a surprising yet sophisticated conception
of religious reciprocity. The two dramas that seem best to illustrate the
point are the Hippolytus, produced in 428 or thereabouts, ^° and the Bacchae,
staged posthumously in 405.^' These two plays have incidentally one
prominent feature in common in that they are the only extant Euripidean
plays in which the plot is framed by epiphanies in both prologue and
exodus.^2 I turn to the earlier play first.
In the Hippolytus, Aphrodite and Artemis taken together constitute the
drama's epiphany. However, the two goddesses, and each in her own way,
give rise to considerable puzzlement inasmuch as their stage characters
deform, and call into question, their traditional mythic representation. First
Aphrodite. The traditional image of the goddess of erotic love can be
gathered from her representations in epic poetry (as well as inscriptions and
vase paintings).33 The fifth Homeric hymn praises the works of the golden
Aphrodite; adorned with a wreath of flowers and a smile on her lips she is
entirely enchanting, and with the exception of the three goddesses Athena,
Artemis, and Hestia (and the mortal Hippolytus, we may add), no one,
either god or man, is able to escape her lovely charms. The tenor of the two
shorter Homeric hymns to Aphrodite (6 and 10) corroborates this general
image. In Hesiod, Aphrodite's epithet is kXiKO^Xifpapoc, ("with darting
eyes," Theog. 16), and her prerogatives are "the whisperings of maidens and
smiles and deceits with sweet delight and love and graciousness" (205 f.).
These prerogatives are important, since they suggest graphically that
Aphrodite's modus operandi is not so much that of an active agent, but of a
telos through the inspiration of desire and lust in the other. The much later
most lucid discussion of the problem of deus ex machina scenes in Euripides can be found in
the almost entirely neglected Tubingen dissertation by W. Schmidt (1964).
^° On the problem of dating the Hippolytus, cf. Gibert 1997.
^' One could also point to other plays, like the epiphany of Athena in the prologue of the
Trojan Women, or, more suggestively, to the Heracles, a play in which the protagonist is
overwhelmed by the power of Hera in an epiphany which reciprocates certain unsettling
aspects of Heracles' (ultimately human) nature and is in the end rescued by Theseus in a
human quasi-epiphany, reciprocating other aspects of Heracles' personality.
•'^ The Ion may be bracketed for present purposes as in that play the prologue can hardly be
caljed an epiphany; as an onlooker, Hermes is as detached from the plot as any spectator in the
audience. He, too, does not know exactly how this story will end.
^^ See e.g. LIMC s.v. "Aphrodite." Sourvinou-Inwood 1991: 175-78 offers a brief
discussion of the "personality" of the Aphrodite at Locri and speaks of "Aphrodite's persona as
goddess of love, sex, and the creative force which operates in nature through love" (177).
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masterly invocation of Aphrodite at the beginning of Lucretius' poem
testifies to the conventionahty of this representation of the goddess.
But there can be another side to her too. A scene from Book 3 of the
Iliad (3. 380-420) is instructive in this regard. When Paris is about to lose
his fight with Menelaus, she sends him off the battlefield and straight to bed.
Next she proceeds in her usual mode of seduction and persuasion to tempt
Helen to join Paris in sexual union. But Helen, depressed from watching
the embarrassing duel of her unequal husbands from afar, shows herself
reluctant, and at this point (414 f.) Aphrodite resorts abrupdy to threat: "Do
not provoke me lest in anger I forsake you and hate you so utterly as I now
exceedingly love you." It is as if the Homeric lines foreshadow the
Aphrodite that enters the stage in Euripides' Hippolytus?'^ There, regardless
of how erotic and gracious the stage mask may have been, the apparition the
audience witnesses in the prologue is more repulsive than attractive, more
callous than lovely, more vindictive than persuasive. Importantly, too, her
mode of operation with regard to the protagonist is turned upside down:
Instead of inspiring lust and desire in Hippolytus and thus causing his
downfall, she has to resort to pursuing him with vengeance and to devising
an ever so complicated plan to inflict punishment on him.^^ As such, the
Aphrodite of the Hippolytus has little in common with the goddess of the
Homeric hymns, with Hesiod or Lucretius, or with the representations we
know from the votive stelae and vase paintings.
. A similarly perplexing tension arises in the case of Artemis. Typically,
Artemis is the goddess of the outdoors,^^ a thoroughly remote and evasive
Olympian who affects human lives only from an elusive distance. Actaeon
the hunter paid with his life for an innocent intrusion into her domain.
What, one may well ask, is this goddess, at the end of Euripides' play, doing
within the confines of the oikos? To be sure, in one of her functions she is
the goddess of childbirth and in that regard does have a place in the oikos;
but in the Hippolytus, this aspect is quite clearly irrelevant. Here she is the
huntress who roams the remote mountains and forests (cf. 215-31). Her
domestic appearance on stage is especially surprising as she is not just
appearing briefly and with authority above the roof, but actually joins the
characters in their coming-to-terms with the terrible course of events,
explaining to Theseus human error and emotion, vindicating the love of a
woman and eventually reconciling father and son.
The incongruities in the representation of the two goddesses Artemis
and Aphrodite must have been quite obvious to the contemporary audience.
Are we to infer, as some critics have done, that these bizarre abnormalities
are part of Euripides' project to criticize and discredit Olympian religion?
^^ Another, albeit less pointed, instance of Aphrodite's ambivalence can be found in Sappho
fr. 1.
^^ This seems to be the only instance in ancient Greek mythology where Aphrodite acts in
this way.
3^ Cf. e.g. Od. 6. 102 ff.; Aeschylus fr. 342; Aristophanes, Thesm. 114 ff.
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Or worse still, that Euripides operates already with a mode of poetic license
that borders on arbitrariness? When it comes to gods, anything goes? It
seems best to suspend judgment until the intricate relationship between the
play's epiphanies and its main character has been further examined.^^ He is
hyperetes of Artemis par excellence (1397), and as such is eminently hostile
to Aphrodite. Hippolytus idolizes Artemis to such an extent that he has
become her human proxy. His whole personality is dedicated to the
veneration of the virgin goddess. We are assured repeatedly, by Hippolytus
himself, by the chorus, the messenger, and finally Theseus, of Hippolytus'
perfect emulation of Artemis as well as his noble and god-fearing
character.^^
Hippolytus' very first words (58-60) are addressed to the goddess; at
one point, he even speaks of himself as being pure, ayvoc; oSv, using the
same honorific epithet which, in Homer, was almost exclusively reserved
for Artemis. 3^ Of course, in adopting this stance, Hippolytus comes
dangerously close to hubris, but this is not the point. The point is rather that
because he is characterized in this exalted way, Euripides can—credibly
within the confines of the dramatic illusion—represent the epiphany of
Artemis at the end in these terms of baffling proximity. The whole play has
in fact prepared us for this, not in the sense that we expect it, but in the
sense that we come to accept it, given what we have learned about this most
unusual son of Theseus.
But if the characterization of Hippolytus prepares us for the epiphany of
Artemis, the converse is true as well: The final scene corroborates the fact
that Hippolytus really was, not some misguided fanatic, but indeed the
VTiripexTiq and 7ipoa(piX,Ti(; of Artemis (1397 f.; cf. 1333). Artemis'
appearance thus functions like a vindication of Hippolytus, not only of his
innocence with regard to Phaedra's accusation, but also of his whole
personality and being. Only right at the end does Euripides revert to
tradition by evoking the familiar image of an elusive Artemis. A dying
^^ The Hippolytus assigns almost the same number of lines to Hippolytus, Phaedra, Theseus,
and the nurse (see Knox 1952: 3; Zeitlin 1985b: 191 n. 14); as a consequence of this, the drama
features an astounding complexity of interrelations between the four main characters, and its
unity can only be explored usefully through tracing the intricate net of relations and symbolic
cross-references. Fortunately, we do not have to do this in the present context, since only the
main character, Hippolytus, both has and articulates a fully developed relationship to the two
divinities which frame and dominate the play. Neither the fact that Theseus rashly
instrumentalizes his privileged position as son of Poseidon to destroy Hippolytus nor the
theology of the choral interludes seem relevant to the present argument.
38 Cf. 79 f.. 83, 90, 102, 1100, 1364 f. (Cf. Mitchell 1991: 112.) This is not to say that the
drama does not subtly undercut the representation; critics have noticed indications of
Hippolytus' character flaw, see e.g. C. P. Segal 1969: 297 ff. I do not subscribe to the
assessment of Hippolytus as being anomalously positioned between god and beast (C. P. Segal
1978).
3' Cf. also 1003. For the use in Homer, see Od. 5. 123, 18. 202, 20. 71. The other goddess
who is termed ayvfi in Homer is Demeter's daughter Persephone, Od. 11. 386.
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human is offensive to her eyes, and as Hippolytus approaches the gates of
Hades Artemis retreats Hghtly.'*^
But now, Hippolytus would not be the personification of Artemisian
purity if he were susceptible to the charm and seduction of Aphrodite.
Critics have long noted that in his case Aphrodite's usual mode of operation
must of necessity be inefficacious.'* • This is one reason why Euripides
makes Aphrodite resort to complicated machinations that she herself sets in
motion, not functioning as a telos but as an active agent. But there is
another reason that may explain the unfamiliarity of Aphrodite, and this
reason has much to do with the way Hippolytus thinks of Aphrodite. When
Hippolytus enters the stage, returning from picking flowers in the field, he
does not so much as acknowledge the presence of the statue of Aphrodite
near the palace. Admonished by the servant, he greets her from afar only to
bid her an ironic farewell a few lines later.'*^ Ostensibly, Hippolytus abhors
a goddess that works at night (106). It is only much later in the play that we
are given more specific reasons for his uncompromising indignation. His
downright condemnation of female sexuality and desire, triggered by the
nurse's attempt to solicit his consent, is significantly placed in the middle of
the drama (616-68). It is here that Hippolytus reveals to what extent his
cultivated asexuality distorts and obliterates his relation to women and
ultimately to the goddess of love. Hippolytus' unbending refusal to honor
the goddess is deeply rooted in his character.
But what is it exactly that Hippolytus has to criticize? In Hippolytus'
world, women are an enormous evil (627; cf. 666), full of deceit (616), and
especially so when they are smart (640): "Cypris engenders more mischief
in the smart ones (to yap KaKovpyov \mk'kov evtiKxei KvTipK; / ev xaiq
aocpaiaiv)," as he claims in 642-43. The verb evxiKxeiv used here recalls
the reproductive function of women that Hippolytus so abhors (cf. 618-24).
It is Cypris who "engenders" mischief in women, who in turn "engender"
mischief for men and for the whole household. Moreover, women's active
voluntas, their readiness to engender mischief on their own accord, is
particularly dangerous and repulsive. Bo'uA.e'uiiaTa is the word that runs
like a leitmotif through the characterization of Aphrodite and women in
general alike."*^
The final scene of the Hippolytus offers another point of comparison with the Heracles
(cf. note 31 above). Just as in the Heracles, the unbridgeable gap which eventually and
inevitably opens up between gods and humans paves the way for a revalorization of human
relationships. Theseus and Heracles deepen their friendship as profoundly as father and son
eventually purify their relationship in the Hippolytus.
^^ Cf. Zeitlin 1985b.
'*^ Hipp. 1 13. Moreover, his ttiv or\\ 5e KijKpiv noXX' eyo) xaipzw Xeym subtly echoes and
seems to mock the words by which Aphrodite announces herself (1-2): noA.A,fi |aev ev
PpoToioi KOTJK dvcbvu^ot;, / 0ea KEKXriuai KijTcpic . oijpavov) t' eoco.
'*' Cf. 28: Toiq iiioxq PouA,eij|iaoiv; 649 f.: vuv 8' ta'i |iev ev5ov Spcooiv al KaKOif koko /
Po\)A,eiL)naT', e^co 8' cKcpepo-uoi TtpooitoXoi.
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There are other parallels, surfacing even on a linguistic level, between
Hippolytus' judgment of women and the way in which Aphrodite is
represented in the drama. The engendered KaKovpyov in line 642 is echoed
by Artemis' disclosure to Theseus that Kvnpiq navovpyoc, (1400) devised
the downfall of Hippolytus,'*'* and in his final words Theseus says that he
will remember the KaKa of Cypris (1461). Looking at the play from a
distance, one could say that in the drama Aphrodite sets a cunning plan in
motion which is just like the plans Hippolytus imagines the evil race of
women to devise. For more than anything else, Hippolytus' Aphrodite is a
Pandora, a bringer of evil and destruction. On a religious level, the play
thus stunningly shows that through his denigration of the goddess
Hippolytus provokes a reaction, and an epiphany, of the goddess precisely
in these terms. This, to my mind, is the second and more important reason
why Aphrodite appears in the play as uncharacteristically cunning and
ruthless.
To be sure, this interpretation of the play does not entail, of course, that
the postulated author, let alone Euripides the poet, was a misogynist and
thought of Aphrodite, or of women in general, in this way. What the play
does show, however, is that Hippolytus' judgment of Aphrodite and women
in general turned out to be true, not because it is true, but because he made
it a truth in his own world. His in principle private conception of
Aphrodite, and more generally of women, that he projects into the world
reciprocally returns to him as external reality—and destroys him. The
interpretation presupposes, moreover, that the author perfectly well
understood the subtle mechanism of this dialectical relationship between
thought and reality.
To sum up, in the Hippolytus, the two goddesses do not conform to the
iconography of traditional religion but are closely modeled on requirements
emerging from the ethopoietic characterization of the protagonist and his
plot. It is the protagonist's conception of the two goddesses, articulated
time and again throughout the play, that is intimately connected with, and
ultimately gives rise to, the play's double mode of distorted epiphany. And
in their epiphanies, the goddesses reciprocate, reflecting, like mirrors, the
presuppositions at work in the human's mind and general disposition. To
put it succinctly, both the Aphrodite and the Artemis of the Hippolytus are
the Aphrodite and the Artemis of Hippolytus—a judgment which in no way
implies that the deities are consequently less real or less divine.'*^
Citti 1991 advocates that the variant navoupyov be read in 642 as well as navovpyoc, in
1400.
''^ N.B. that the view of religion which emerges, and which it would be tempting to attribute
to the historical Euripides, has nothing to do with the essentially atheistic Feuerbachian thesis
that deities are nothing but the outward projections of man's own nature.
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IV
In an important passage in chapter 9 of the Poetics (1452al-l 1), Aristotle,
who regarded Euripides as the most tragic dramatist,'*^ writes about the kind
of structural requirement he would like to see in the plots of great tragedies.
His remarks, though all too brief, seem highly relevant to the present
discussion (modified Oxford transl.):
Since tragedy is an imitation not only of a complete action, but also of
incidents arousing pity and fear, such incidents have the very greatest
effect on the mind when they occur unexpectedly and at the same time in
consequence of one another. For in this way there will be more of the
marvelous in them than if they happened of themselves or by chance, as
even matters of chance seem most marvelous if they seem to occur by
design, as for instance the statue of Mitys at Argos killing the author of
Mitys' death by falling down on him when he was looking at it. For
incidents like that don't seem to occur haphazardly. Plots of this sort are
in consequence necessarily finer than others.
Aristotle does not spell out a possibly metaphysical explanation of this
peculiar sequence of incidents around the deaths of Mitys and his murderer;
his concern here is simply a dramaturgical one when he advocates the view
that in a satisfactory tragic plot there has to be a mysterious
interconnectedness between what is done and what is suffered. The
perpetrator is not just to be punished, but punished in a way that clearly
links crime and punishment on a psychological and at the .same time
supernatural level: The killer contemplates the memorial of his victim and
is reciprocally crushed by its falling weight. The example is a crude one,
but structurally comparable to the course of events we saw in the
Hippolytus, and will see again at work in the much later drama Bacchae.
The Bacchae stages an overpowering and, importantly, public epiphany
of the god Dionysus, who demonstrates his will and nature in clear view of
the polls community. The play abounds with enactments of the traditional
imagery of the deity well established in literature: There is the dazzling
young man (4, 233-38, 453-59) familiar from the seventh Homeric hymn;
the wild animal, a lion (in the hymn) or a bull (39); there is the epiphany of
the god in an earthquake (578-603), which is none other than Dionysos
eribromos, again from the same Homeric hymn (7. 56). And there is of
course the god of Bacchic revelry, of both pastoral idyll and sparagmos.
Moreover, the play time and again invokes the perplexing duality of this
powerful son of Zeus; he is the gentle god who liberates from the depressing
concerns of the self, but he can equally be the destructive thunderer who
instantly transforms the frolicsome revelry into bloodthirsty carnage.
^^Poet. 13, 1453a28-30.
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The audience watching the play at the Festival of Dionysus is thus
permanently reminded of the god's public image, an image which is
essentially made public in the context of a huge propaganda campaign led
by Dionysus himself. I shall not pursue the tempting suggestion that
Dionysus' revealing of his own public image is itself a metatheatrical
instance of reciprocity between the audience's expectation and the epiphany
of the drama. The more important point is that the public image bears no
resemblance to the way in which Pentheus—in the privacy of his own
world—sees, or does not see, the god. The Theban king cannot, on account
of the peculiar perversion of his stubborn mind, acknowledge the new deity
in its full complexity, primarily beneficial and liberating. Instead of paying
the god due recognition and facilitating his integration into the cult of the
polis, Pentheus treats the foreigner as an impostor and a serious threat to the
fabric of Theban society. As king and ostensible protector of the Theban
polis society, Pentheus fashions himself as a Geoiidxoq (45 f., 325, 1255; cf.
also 794 f.), the precise opposite of the dramatic character type we
encountered earlier: the -uTiripexric; Gew.
But in what sense can Pentheus' fate, i.e. his experience of the god's
power in an epiphany that destroys him, be regarded as a reciprocal event?
What would prove interesting is not just the fact that he, as perpetrator, is
punished, but that he is punished in a way that is intimately connected with,
and dependent on, the psychological motivation for his perpetration. This is
indeed the case. Pentheus fundamentally misconstrues the nature and effect
of the Bacchic ritual in two related respects: The ruler sees the new cult as
(1) a social and political threat because he interprets the Bacchic ritual as
(2) an excuse for sexual license on the part of women (221-25 and passim).
In the economy of the drama, it is precisely Pentheus' misconception of the
new cult as both subversive and licentious that constitutes the starting point
and principle of his own destruction, and the downfall of the house of
Cadmus.
The public epiphany of the god's power is clear enough and easily
understood by the chorus, the Theban elders, the soldiers, and of course the
audience. Only Pentheus attempts to integrate the events into the
framework of his own prejudice. For over eight hundred lines there is no
common ground facilitating any meaningful communication between the
god and the king—until Dionysus traps the king in a web woven by the
figments of Pentheus' own imagination. Since Pentheus refuses to yield,
Dionysus changes tactics by apparently confirming Pentheus' suspicion.
There is an abrupt change in Pentheus' discourse in lines 809-11, from
hostile dismissal to conspiratorial plotting:
Pentheus: Bring me the weapons, and you—shut up!
Dionysus: Wait! Do you want to see them sitting together in the
mountains?
Pentheus: Of course; I'd even pay a whole lot of gold for it.
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Dodds thought that at this point Pentheus ceases to be normal,'*^ but this
seems implausible. Pentheus changes his discourse precisely because
Dionysus descends to a level on which Pentheus wishes to speak about the
ritual: He offers Pentheus the actual experience of his sexual fantasy,
fostering his voyeuristic expectation of "women in the bushes, like mating
birds, hugged close in the grip of love" (957 f.).'*^ Delusion descends on
him off stage, just as in the Heracles, while he is "considering" whether or
not to disguise himself as a bacchanalian woman (cf. 850-53).
When Pentheus returns on stage, he has changed both mentally and
physically. Critics have often commented on the striking visual
transformation of Pentheus into a maenad, indeed even into a living thyrsus
as a symbol of the god's power."*^ But the metatheatrical dressing scene
functions merely as an apt visual analogue to the much deeper assimilation
and mimicry that takes place on the psychological levels of desire and
deception, constituting an epiphany of reciprocity. It is as if Pentheus
invented for himself the terms in which alone he was able to experience the
power of the god's epiphany. Being led through the streets of Thebes, he
finally experiences the power of the god. Now, just like Cadmus and
Teiresias at the beginning of the play, the king himself cross-dresses as a
woman, and he who strove to stop the tide of social and political subversion
is now himself, under the power of god, actively subverting his own role as
king and leader. He who regarded Dionysus as subversive is in fact
thoroughly subverted by him.
No other than Hippolytus and Pentheus themselves causes the tragic
turn of events. The question of their objective guilt as well as the question
whether or not the measures of the divine punishment are in fact
unacceptably harsh are secondary in comparison with the artfully articulated
mechanisms of reciprocal epiphanies that Euripides displays on stage. The
epiphanies, so integral to the dramas, originate in an important sense not in
the god but in a human character's quite subjective (mis)conceptions of a
divinity, (mis)conceptions which initiate events that are as manifestly
objective as they are destructive.
Let me conclude by raising once again the question whether this notion, too,
of epiphanies as instances of reciprocity is indeed a historically plausible
^' Dodds 1960: 175, "It is the answer, if not of a maniac, at least of a man whose reactions
are ceasing to be normal: the question has touched a hidden spring in Pentheus' mind, and his
self-mastery vanishes."
^^ Transl. Dodds 1960: 196. N.B. that this aspect is in fact new and seems genuinely
Euripidean. Other versions of the myth relate how Pentheus goes out as a hunter to track down
the maenads.
^' Kalke 1985. When Pentheus steps out of the house to be led to his death, he closely
resembles in attire his divine cousin who has prepared him for his sacrifice; cf. Seidensticker
1979a: 183.
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one. Does it, for instance, occur in the larger context of Greek literature and
not just, if I am right, in Euripidean drama? Is the thesis put forward here at
least a possible component of the intellectual world of the "real" person
Euripides? There is indeed some quite suggestive evidence that may well
be interpreted to this effect.
First of all, Pindar's odes furnish numerous examples in which athletic
victory is glorified like an epiphany; importantly, glory is never gained
without the conjunction of human excellence and divine assistance, an
assistance that is granted in direct response to an athlete's (or tyrant's)
excellence. Pindar's view of what ultimately constitutes human success
seems to be influenced by the Homeric idea that the gods do not reveal
themselves to all humans alike (Od. 16. 161): o\) ydp tkhc, navxeaoi Geol
(pawovxai evapyeiq. Only those who, like Odysseus, possess the right
character and disposition will partake of divine revelation and guidance.^^
There is the famous and puzzling Heraclitean fragment (22 B 119 D-K)
that throws even greater light on the present discussion: fiGoe; dvGpwTtcp
Sai^cov—a man's character is his daimon. This pithy saying could well be
interpreted along the same lines of epiphany as reciprocity, thus giving it a
new and exciting significance. To be sure, daimon here probably means
personal destiny,^ ^ but it is clearly a destiny which, as the word suggests,
comes from the gods. Moreover, it does not come from the gods as some
kind of inexplicable "Schicksal," but as a reciprocal response to the kind of
person each one of us is.^^
Let me finally draw attention to a Euripidean line that seems to
encapsulate the very idea that in their essence religious experiences are
constituted in the mental world of human beings. Fragment 1018 reads: 6
vovq ydp fiiicov eaxiv ev eKocaxq) Geoq
—
"For our nous is a deity in each of
us." Unfortunately we know nothing about the fragment's context. That
the fragment stems from Euripides is well attested, although some sources
mention Menander as well as Anaxagoras and even the legendary
Hermotimus.^3 The most problematic aspect of this line is the word nous.
A translation of the word by strictly philosophical terms like "mind,"
"intellect," or "intelligence" is almost certainly misleading, although by this
time the word could already be used in that way. I would argue that if the
fragment stems from Euripides, a much more general sense of nous must be
presupposed. Nous denotes a whole way of thinking, a person's general
5° In an admirable and tightly argued book, Arbogast Schmitt (1990) suggests that this
religious insight was in fact current throughout antiquity, perfectly understood by poets and
philosophers alike.
5' See Kirk, Raven and Schofield 1983: 211.
^^ Empedocles too could be mentioned: According to him the people of the Golden Age
worshipped neither Ares nor Zeus, neither Cronus nor Poseidon, but, very appropriately.
Aphrodite. Here, their religious sentiments are untragically reflected in the blissful reality of
their lives (31 B 128. 1-3 D-K): o\)5e x\q r\v Keivoioiv "Aptii; Seoi; oiJ8e K\)5oin6(; / oiL)5e
Zei)c paoiX£\)(; o\)6e Kpovoq ovbh. FlooeiSuv, / dXXa Kv)7tpi(; PaoCXeia.
" See Nauck 1964: 685.
Christian Wildberg 255
frame of mind and intention,^'* which is what the word commonly means in
Euripides. Witness a line from the Trojan Women: Helen, who defended
her actions by claiming that she was a victim of Aphrodite (Tro. 948-50), is
accused at one point by Hecuba with the remark: "When you saw Paris it
was your nous that transformed itself into Cypris."^^ Helen changed her
mind, literally, when her eyes fell upon the handsome Trojan. She became
all intent, resolve, and consent to elope with him to a new sexual union, and
conversely—taking full account of the balanced grammatical structure of
the sentence—in her new frame of mind she experienced the power of
Aphrodite. Cypris became her nous, and her nous became Cypris. The
translation of nous with "intellect" makes nonsense of Hecuba's reproach;
surely Helen's whole personality is involved: Helen had to be of a
particular nature and disposition for this scheme to work.
The wider literary evidence taken together with fr. 1018, if Euripidean,
and the plays discussed corroborate the view that the author we are invited
to construct on the basis of the Euripidean corpus, and perhaps even
Euripides the poet, may have taken the view that human experiences of the
divine are in fact predicated on one's character, one's general frame of
mind, and the more specific notions one is willing, or able, to entertain
about a deity. The boundaries between what is subjective and what is
objective are thereby easily crossed and traversed when Euripidean gods
display their power both publicly and in the minds of mortals, making use
of the predispositions, beliefs, and character traits already present.
The two notions tentatively outlined in this paper, of hyperetic piety
and epiphanic reciprocity, which seem to underlie and define at least part of
the religious dimensions of some of Euripides' most powerful plays, are
nowhere overtly connected in any one of his extant tragedies. The making
of this connection was to become, mutatis mutandis, the concern of an
altogether different intellectual endeavor, communicating in a different
literary genre.^^ What I hope to have shown, at least, is that the gods in
^^ None of the instances of voxiq in Euripides compels one to employ, as has often been
done, the more philosophical, abstract meaning of the word. The usage still seems to be quite
concrete: the human frame of mind or way of thinking. See Allen and Italic 1954: s.v.
^^ Tro. 987: 6 ooq 8' i5a)v vvv vouq enoiTiGri Kt)7tpi(;.
^^ A more philosophical-intellectual notion of piety is clearly linked to epiphanic reciprocity
in Plato and especially the Neoplatonic school, with the added component that the human
character and the mind, if so disposed by nature, can be educated to make it susceptible to the
highest insight. Only philosophers, who study mathematics and dialectic (Platonic "piety"),
ascend to the experience of illumination and union with the deity ("reciprocity"). For those
remaining in the cave the sun never shines. The Neoplatonists developed this into a complex
moral system that guided the soul's ascent to the One and, if properly exercised, allowed
human beings increasingly to partake of unity and truth. Proclus explains at one point in his
commentary on the Republic (In rem publ. 1. 105. 9 f.): Jtdvxa 5e hnb tcov Becbv Kiveitai Kaxct
TTiv ETcuTiSeioTTiTa xTiv ea\)T(ov ("All things are affected by the gods according to their
suitability"). He was almost certainly influenced by the Homeric line cited above (Od. 16. 161:
ou ydp Tccoq TidvTeooi 6eoi (paivovxai evapye^). Much later, an explicit expression of the idea
of reflexivity occurs in Thomas Aquinas, now stated in passing as if it were a self-evident truth:
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Euripides are significant in far more interesting and more far-reaching
respects than one might suppose if one rested content with labeling
Euripides either a "traditionalist," a "rationalist," an "irrationalist" or
—
horribile dictu—an "atheist."^^
Princeton University
Operatur deus in unoquoque secundum eius proprietatem, "God operates in each one
according to his nature and disposition" {Summa Theologiae I 83a3 et resp. ad 3).
^^
I gratefully acknowledge my indebtedness to Martin Cropp, David Sansone, and Robert
Bates for their numerous corrections and suggestions.
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Divine Agency and Tyche in Euripides' Ion:
Ambiguity and Shifting Perspectives
VASILIKI GIANNOPOULOU
Questions of divine agency, free will and chance lie at the heart of the tragic
vision of the world and of many Euripidean plays. In the anagnorisis and
mechanema plays Euripides emphasises the power of the incalculable, the
unpredictable, to affect human plans either by frustrating them or by
effecting a sudden change from extreme danger to unhoped-for happiness.
The prominent place of the exposed hero motif in his oeuvre reveals his
keen interest in plots containing adventure, intrigue and recognition as well
as sudden changes from the fear of death to unexpected salvation. In all
these areas we may see links between the actually divine and the seemingly
accidental. The aim of this paper is to analyse Euripides' ambiguous
treatment of tyche in Ion, and to show how he creates a surprising and
exciting play by employing patterns of chance and unpredictable
fluctuations.'
Tyche has a wide spectrum of meanings, encompassing success,
(unexpected) event, accident, good or bad fortune, chance and fate. The
term's fluidity makes its translation problematic. The fundamental
distinction is between a static sense, i.e. tyche diS. factum (seen as a state, a
condition or an event), and a more dynamic sense, i.e. Tyche (with a capital
T) as agens (seen as an indefinite, supernatural agent capable of effecting
changes in human life). This distinction^ can help us decide which
translation of tyche is better in a given case,^ although it does not represent
an absolute and clear-cut dichotomy. Sometimes it is hard to distinguish
tyche (as what happens to somebody or a state of being, happy or unhappy)
from Tyche (as an indefinite power, external to human control and
comprehension). One reason for this might be the Greek readiness to
personalise and transfer to the supernatural level what was perceived to be
For the numerous manifestations of chance in Euripidean narrative strategy, see Goward
1''999.
^ Introduced by Buriks 1948: 124-29.
^ For example, at Ion 67 we have to do with tyche di?, factum, whereas at Ion 1514 I am
inclined to take Tyche as agens. At Eur. Hec. 491 the sense of tyche is dynamic, while at 498
it is static. Cf. also TrGF 5115% F 1 (Patrocles). See further below.
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the source of an evil or generally of changes in one's life.'* Hence, not only
Tyche as a personification of fortune or chance but also gods or an
unspecified daimon could be seen as responsible for both happy and
unhappy changes in one's state. We have no clear evidence of Tyche raised
above the level of poetic personification or corresponding to a cultic reality
before the fourth century BC, and even then only Agathe Tyche (good
fortune or good luck) was worshipped, a phenomenon exemplifying
Wilamowitz's observation that "das Bose oder der Bose ist dem Hellenen
kein Gott."^
Euripides could assume in the fifth-century Athenian audience a shared
belief in the power of both the divine and tyche. Presumably, his
contemporaries would have perceived tyche both as subsumed by the gods
and divine intentions^ and as a more or less independent power of chance.
Having said this, it is important to make clear what we mean by "chance."
When Euripidean characters speak of Tyche with no obvious connection to
the divine, they often aim at the rhetorical effect of stressing their dramatic
plight, as they seem to personify their actual experience. To put this
vividly, they seem to think: "How accidentally and unexpectedly this good
or bad thing has befallen me. It looks as if neither my purposes nor a god's
rule, but rather uncertainty and purposeless chance." This intensified
reference to the characters' experience or pathos is the most important effect
of personifying Tyche, which makes it impossible to translate toxti with any
Single English word. "Pure" chance is better suited to philosophical
constructions, and is the product of later, originally Aristotelian,
distinctions. In the plurality of human experience expressed in tragedy, by
contrast, overarching divine plans, orders or oracles coexist with (or in the
case of Ion are partly interrupted by) human plans and apparently accidental
occurrences.
A relation between this emphasis on a Tyche dissociated from gods and
the climate of scepticism about the divine in Athens after the plague of 430
BC is likely"^ but not verifiable. The evidence for fifth-century uses of tyche
shows a variety of attitudes and beliefs from which this or that view could
be selected according to the context and the purposes of the person
involved. In the second Tetralogy of Antiphon, for example, although the
possibility of accidental death caused by tyche is recognised, the plaintiff
argues that the accused is nevertheless to blame, and claims further that an
accident may be the instrument of divine punishment,^ while in another
^ See Mikalson 1991: 12-19 and 22-29; Nilsson 1955: 774-79; Dover 1974: 138^4.
5SeeWilamowitzl931:27.
^ Belief in the gods' participation in every important action and outcome seems to have been
part of both popular and philosophical thought. This is well expressed by Broadie at the
beginning of her article (1999: 205): "Ancient Greek philosophy arose in a culture whose
world had always teemed with divinities. 'Everything is full of gods' said Thales . . ."
^ On this, see Ewans 1996: 440-41 and 445^6; also W. D. Furley 1996: 71 ff.
M. 2 and 3. 7-8.
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speech the defendant puts the whole blame for an accidental death on
tyche.^
The use of tyche by Euripides' predecessors and contemporaries shows
that a rich repository of senses was available to him to draw upon: tyche as
an independent, indefinite power associated with the unexpected and the
mutable as well as tyche coupled with the divine. In Homer neither the
common noun nor personified tyche occurs. Yet the first seeds of the later
senses and nuances of the noun exist in the different uses of the verb
T\)Y%dveiv. The meaning "hitting the mark" or "striking somebody" is
frequent in the Iliad}^ A person aims and hits the mark; the implication of
human action, skill and success are clear. Hence, the sense of "meeting
with success," "getting something good," arises (only at 11. 684, from
which one gets the impression that luck also plays a role). However, human
skill and success recede into the background at 5. 587, where we find a
single occurrence of a purely accidental x-uxeiv.^' When one meets with
something unfavourable, the meaning "befalling somebody" is appropriate
(5. 653). If the emphasis falls on an actual moment, Tvyx^veiv with
participle is used; this construction resembles the English present
continuous ("to be actually" or "to be in the course of doing something"). '^
In general, the overwhelming presence of gods, and especially of Zeus as
the dispenser of both good and evil, and the patterns of foretelling and
warning in Homer leave little room for the accidental.
In the first occurrences of the noun, Tyche is personified and classified
as an Oceanid (Hes. Theog. 360 and h.Cer. 420). The implication here is
that Tyche denotes "good, bountiful fortune or success" (cf. also h.Hom. 11.
5). In Pindar a man's good luck, success or victory is seen as tycha coming
from a daimon or a god (e.g. 01. 13. 115, 8. 67; Pyth. 8. 53; Nem. 6. 24) just
as in the Iliad the cause of a man's failure to hit the mark is Zeus' will (17.
632). Nevertheless, at Isth. 4. 31-33 Pindar speaks of the uncertainty of the
outcome of a contest as d(pdveia xvxaq, "which gives some of this and
some of that"; it is also made responsible for the failure of the Cleonymids
to win the chariot race (Pindar adds that techne can give the victory to a
worse rather than a better man). Wilamowitz has observed how nicely tyche
is first presented here as an abstraction and then as a person.'^ Here fuxa is
' Antiphon 6. 15: oij Sfita eyioye, nXr\v ye xriq tvx^?. Tl^ep oinai Kai aXXoic, noXXoic,
dvGpcoTicov aiTia eoxlv dnoBaveiv. Gagarin 1997: 231 contrasts this passage with the second
Tetralogy (3. 3. 8) and suggests that "attitudes towards zvxn had changed if a decade or two
separates this case from the Tetralogies"; this would be fast-paced Geistesgeschichte indeed!
'° See e.g. 5. 98, 279, 579; 12. 189; 13. 371; 23. 726.
" //. 5. 585-58: auidp o 7' doG^aivojv e\)epYeo(; EKTieoe Sicppou / icunPaxoc; ev Kovlpaiv
kn\ Ppexnov xt koX mnouq. / 8ri9d (idX,' eotfiKei—Tv»xe ydp p' d^dQoio paBeiriq— / ocpp'
iTiECO jiA-Ti^avte xanal pdXov ev kovi^ioi.
'2 Od. 14. 334; //. 1 1. 1 16; cf. 1 1. 75. See Strohm 1944: 83 ff.
'^ Wilamowitz 1922: 338 n. 2: "eoxiv 5' dcpdveva xvxaq kuI napva^evcav npiv TeA,o(;
otKpov iKeoBai- t©v xe ydp Kai xtov 5i5oi. Da ist sehr hUbsch, wie die x^x^l erst ein
Abstraktum ist, dann eine Person." The special problem of glorifying men who competed in
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felt to be an independent power, as there is no obvious connection with
gods. In 01. 12, however, Pindar pays homage to ocoteipa T-uxa, daughter
of Zeus Eleutherius, but in connection with Ergoteles' career as an
exemplification of adversity proving to be a blessing.''* In fragment 41 (=
Paus. 7. 26. 8) Tyche is one of the Moirai and even more powerful than her
sisters. Further examples classifying the power of tyche with relation to the
power of gods or to other Schicksalsmdchte and abstractions can be found in
lyric poetry.'^ Along with the gods and moira, tyche can be held
responsible for changes in human life; in this respect, they interchange,
associate or dissociate freely according to the will of the author. There is no
contradiction or incompatibility in expressing simultaneous belief in all
these powers. Tyche as "Chance" is sometimes neither a divinity nor
dependent on the gods, but without atheism being implied.
The scanty and fragmentary evidence we have from the Presocratics
shows that in their cosmogonies x\>x(\ signifies cosmic chance, a kind of
non-teleological causality, which together with necessity plays a role in the
creation of the universe. '^ Herodotus recognises the role of chance in
human life, whether he connects it with the divine or not.'"' In Thucydides
the games but did not win here seems to have dictated leaving the source of the Cleonymids'
ill-luck open and indefinite.
''* This does not contradict Pindar's frequent link of success with divine favour. See
Wilamowitz 1922: 306.
'5 E.g. Archilochos fr. 16 West; cf. Solon fr. 13. 65-70 West; Theognis 129-30 and 157-58;
cf. Trag. fr. adesp. 179 N; Solon fr. 31 West; Alcman 64 PMG\ Bacch. 10. 45-48, 14. 1-7; cf.
Simonides 542. 14-18 PMG\ Bacch. 17. 24-28 and 130-33; fr. adesp. 1019 PMG and
Hermolochus 846 PMG.
'^ Characteristically, Plato {Leg. 10. 889b) uses the expression Kata tuxtiv e^ dvdYKric; with
reference to the Empedoclean theory of the formation of the universe. See also Empedocles B
103 D-K: TTi5e nev ovv iottiti TijyTic itecppovriKev aTtavxa (a similar expression is used by
Gorgias in 'EXevriq 'EyKcbuiov 6: r\ ydp Trjyric Po\)XTiuaai Kal Gemv pouXeunaai Kal
'AvdY)cr|(; v)/ri(p{a|iaaiv enpa^ev d eTipa^ev . . . ); cf. Simplicius on Physics 330-31. See
further Democritus A 67-70 and B 1 19 D-K and Taylor 1999: 188 ff.; Democritus on tyche as
"luck," "good fortune": B 3, 176, 210, 269, 275, 293 D-K. On Ion of Chios and tyche as luck,
see B 1 and 3 D-K. For the attitude of the Pythagorean school towards tyche, see 58 D 1 1 D-
K, vol. I p. 478: Ttepl 8e tfii; tuxtTs "^"5' ecpaoKov eivai nev xi Kal 6am6viov nepoq a\)Tfi(;-
yeveoGai ydp e7i{7tvoidv xiva itapd xou 8ainovio\) xcov dv6pa)7tcov cvIok; eni x6 PeA,xiov x\ eni
x6 xeipov Ktti eivai (pavep(i)(; kux' a\)x6 xouxo xouq nev e\)x-uxei<;. xouc; 6e dxuxeii;.
Kaxacpaveoxaxov 5e eivai xouxo <x{p> xouc nev dTcpoPo\)Xe\)xcoc Kal eiKTi xi npdxxovxaq
TtoXXdKK; Kaxaxvyydveiv . xo\)c 5e jtpoPo\)A.euouevo\)c Kal Ttpovoo-u^evouq opGox; xi
Tipdxxeiv dnoxuvydveiv . For a similar view, see Eur. Helen 718-19 OTteiiScov 6' ox' eoneu5'
o\)5ev eixe- v\)v 5' exei / auxonaxa itpd^a(; xdydB' evxuxeoxaxa. Dale 1967: 1 15 comments:
"Menelaus suffered and toiled for years and got nothing for it; now a curious turn of fortune
throws everything into his lap, so capricious is the power that controls our destinies."
'^ There are many examples of fyc/ie-language or chance-related explanations in the
Histories. See 1. 32. 4, 68. 1, 111. 1, 114; 2. 66.4, 180. 1;3. 14.7,42. 1-4,43. 1-2,74. 1,78.
5, 121. 1-2, 129. 1, 139. 2-3; 4. 8. 3; 5. 33. 2, 35. 2, 36. 1, 41. 1, 92y. 3; 6. 16. 2, 70. 3, 86. 3;
7. 4, 9y, 105. 2, lOe, 46, 49. 3^, 88. 1; 8. 87. 3; 9. 72. 90.
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tyche is more often than not detached from the divine and generally signifies
unexpected events that are beyond human calculation and foresight. ^^
Euripidean characters sometimes see tyche and the gods as alternatives
or wonder which of the two is more powerful. ^^ This may suggest
contemporary debate on the extent to which gods or chance control human
affairs. In fifth-century literature tyche is almost never placed above the
gods,^^ but the sort of language used of gods or an unspecified daimon is
applied to tyche as well.^^ What is more, the image of the wheel of fortune
and the mutability of human fate are connected. Probably the Geoq on
whose wheel Menelaus' destiny is always revolving and changing its nature
is Tyche: aXV oviioq del Tioxiioq ev tivkvo) 0eo\) / xpoxw K-uK^-eixai Kal
\izxoXkaQ<5Z\ (pvaiv.^^ Ion's invocation to iiexaPaJlovaa T-uxtj at Ion
1512 ff. is generated by similar considerations and constitutes a fleeting
personification of the apparently random, changeable and not divinely
controlled course of events. ^^
In Ion Euripides dramatises an extraordinary and complex set of
relationships between god and mortals. Apollo is the father of Ion, bom to
Creusa after the god has raped her. Later, Xuthus, Creusa's husband
—
presented as a kind of gullible dupe—is to regard Ion as his own son,^'* but
not by Creusa, and so is doubly mistaken about his relationship to him. He
is not the only one being deceived. Creusa, ignorant of Apollo's
providential plan, believes that her exposed child is dead. Similarly Ion,
already an adolescent as the play starts, performing religious duties at
Apollo's shrine in Delphi, is ignorant of his true identity and of what the
god has in store for him; for a time he believes that Xuthus really is his
father; then he discovers that this is not true, but that Creusa is his mother.
Deception, ignorance and a myopic, limited perspective condition the
characters' views and emotions throughout the play, until at the very end
Athena reveals Apollo's far-reaching (though, as we shall see, not
omniscient) perspective.
'^ See 1. 78, 140; 2. 64. 2; cf. 1. 23; 3. 82; 4. 18. 3-5, 55, 62. 4; 5. 75; 7. 60. 5, 62, 78;
8. 24. 5.
'^ See Bond 1963: 48 and Austin 1968: 86; cf. Trag. fr. adesp. 169 N; Eur. Cyc. 606, Hec.
488-93, fr. 901 N; contrast Trag. fr. adesp. 482 N.
pre-fourth-century play; this seems too absolute, given the fragmentary nature of our evidence
and the sort of remarks about tyche in fifth-century plays collected in the previous note.
^' Wilamowitz 1931: 364 n.l: "Es leuchtet ein, daB in manchen Fallen tuxn fUr 8ain(ov
stehen kOnnte. Aristophanes VOgel 544 sagt schon Katcc 8cc{|iOva Kal Kaxa o\)VT-ux{av
(XYaGriv. Diagoras 2 hatte sogar gesagt Kaia Saijiova Kal ivxo-v, was wirklich alles andere als
gottesfiirchtig war. Euripides Fr. 901 denkt scharf und sagt eue i\>x^ ei^e Sai^cov xa ppoxeia
Kpaivei, Gottheit oder Zufall." See also TrGF ad. 92.
22 Soph. fr. 871 Radt; cf. TrGF ad. 700. 29.
23 This is a more assertive comment on the dynamic character of tyche than Eur. fr. 262 N,
where a similar idea is expressed but xaq \\>xo.c, has a static sense.
2'* Significantly, as Athena says towards the end of the play (1601-02), this deception
will last.
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Apollo's plan—that Ion will be given to Xuthus, go to Athens, meet his
mother there and, finally, become the progenitor of the Ionian race—is a
plausible one, but it does not quite work out. It is derailed apparently by
chance,^^ as human nature with its unforeseeable responses gives the course
of events a movement of its own. For Euripides, then, even divine plans can
be affected by tvxti, which has important implications for our perception of
the power and range of chance in the world of his plays.
In Ion prologue and epilogue give a single, divine scope; between those
points, the action seems humanly motivated.^^ It is natural therefore that
what is described from Hermes' and Athena's privileged perspective as part
of Apollo's plan will be seen from the characters' limited perspective as
random, inscrutable and even morally ambiguous. It is Hermes who first
refers to tyche (67), saying that Apollo is directing tyche, which seems to
imply that from the present perspectives of Ion, Creusa and Xuthus the
outcome Apollo has in mind is not foreseeable. Hermes' divine perspective
here presents Apollo as shaping the events of the mortals' lives. It seems
appropriate that Hermes should speak the prologue in a play rich in
unexpected, seemingly chance events and tricks of fortune. Taking into
account his functions as transporter of divine children to safe environments
and as god of luck,^^ we could see the powers of unexpected fortune and of
divine providence that operate in the play as incorporated in him.^^
Yet in Ion Euripides also seems determined to present divine
weaknesses and lack of omniscience; Hermes, in all-too-mortal fashion,
^^ For the description of Ion, Helen and Iphigenia in Tauris as fyc/ie-plays, see ZUrcher
1947: 181 and Kerscher 1969: 134-39 and 271; cf. also Lesky 1983: 324 ff. On Tyche, see
LIMC VIII. 1. 115-25 and 2. 85-88. For general studies referring to tyche in Euripides, see
Busch 1937: 45-54, reviewed by W. C. Greene, AJP 59 (1938) 364-67. On tyche, see also
Herter 1975; Greene 1944; Jaeger 1945: 124 ff. and 255 ff.; Berry 1940; Spira 1960: 132 ff.;
Leimbach 1971: 113-17 and 128-30; Whitman 1974: 109; and Dunn 1996: 133-57. For a
philosophical point of view, see Nussbaum 1986 and B. Williams 1993: 148-51 and 163-65.
For a cultural perspective on chance, see Hammer 1998.
^^ What is the purpose of this demarcation? We encounter a similar technique in
Hippolytus, where Aphrodite's words at 42 are misleading, though in that play they come true
in the end. Misdirection is also a characteristic of the divine prologue in Bacchae (50-52).
The possibility of a pitched battle mentioned there does not in fact eventuate, "though it is
envisaged at 780 ff. It is perhaps mentioned to titillate the audience with the possibility of an
unusual development . . ." (Kirk 1979: 30). In these Euripidean prologues gods give
predictions that are misleading without exactly being false, "perhaps in order to preserve an
element of surprise" (Seaford 1996a: 153). Yet the case of Ion is different from the other two.
Athena in the end (1563-68) refers explicitly to the modification of the divine plan, and we
therefore have sufficient reason to believe that in Ion Euripides aims at something more than an
element of surprise.
^^ Thus ep^lalov is an unexpected piece of luck coming from Hermes, a gift from Hermes;
cf. the proverbial koiv6(; 'Epjiiic; meaning "shares in your luck!" Consider also Hermes
Tychon; see Usener 1895: 218 and 220.
^* The next step from Euripides' use of Hermes to deliver the prologue in a drama full of
reversals and recognitions, both real and ironic, is Menander's use of the goddess Tyche in
Aspis, where she appears after the prologue. Her divine status here corresponds to the
importance to Menander's audience of the relationship between Tyche and the human worid.
See Webster 1960: 198-201 and Vogt-Spira 1992.
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hides in the laurel grove in order to learn fully how Ion's fortunes are to be
accomplished.^^ Moreover, events do not turn out precisely as Hermes
predicts. Apollo, apparently inattentive to human feelings, does not see the
need to anticipate the human reactions to his plan. Creusa's violent
response to Apollo's giving a son to Xuthus but not to her sets in motion the
intrigue against Ion, which eventually leads to the true recognition of
mother and son. Furthermore, Athena's concluding intervention confirms
that the father is Apollo, though he intended his paternity to remain secret
until after Ion's arrival at Athens. This modification of the divine plan^° is
exceptional for extant Greek tragedy, and it seems reasonable to suppose
that this novel twist had a special purpose. Perhaps, by presenting
emotional responses which create confused and chaotic situations and partly
upset Apollo's scheme, Euripides is depicting the power of the unexpected
and accidental to alter even divine plans. ^* It follows therefore that the
agency of tyche can operate on gods in the same way as on human beings.
Normally gods are subject only to the agency of things that have a clear and
palpable connection with natural conditions; Zeus in Iliad 14, for example,
is overcome by Hypnos,^^ and Aphrodite in the Hymn to Aphrodite (45) is
subject to himeros.
On the other hand, even though the divine scheme does not develop
exactly as planned, the divine is given a prominent role, especially in the
interruption of Creusa's attempt at poisoning Ion and in the entrances of the
Pythia and Athena. Due to this double perspective of the unexpected and
the accidental on the one hand and divine providence on the other,-'-' the
characters sometimes stress tyche and at other times give priority to divine
agency. Of course, Athena in the end, like Hermes at the beginning, treats
all the important dramatic events as coming to fulfilment through Apollo's
providential plan, but we should neither overemphasise the deus ex machina
nor underemphasise the apparently accidental events in the course of the
play.^"* We should not take the half for the whole. If we are to weigh the
^^ This might be a hint that, although there is a fixed divine plan giving a direction to the
events, the way things actually come to happen is uncertain and pregnant with alternative
possibilities.
"^ Easterling 1993: 85 comments: "Perhaps Athena's hasty arrival (on the mechane?) is the
next best thing to revelation at Athens." Lesky 1956: 188, commenting on Ion 1563 ff., says:
"Also auch die Gotter miissen mit der Tyche rechnen. Es ist deutlich, wie die alte Vorstellung
von einem Schicksal, das iiber personlichen Gotterwillen steht, in diesen andersgearteten
Bereich hineinwirkt."
^' See Lesky 1978: 186-87. The original text reads: "Apollon ist wie die Menschen selbst
bei aller Fursorge einer Macht ausgesetzt, die sein Konzept arg gefahrdet."
^^ Here deity and abstract concept or natural phenomenon (i.e. unvoq) seem to coexist and
interact.
^^ Euripides seems to suggest that things are differently appreciated from different points of
view. As Ion says at 585-86, "it is clear that things have a different appearance when seen
close up and when seen at a distance."
^'^ Ludwig 1961: 54 says: "Die hier zugrundeliegende Auffassung ist, daB die Gottheit durch
ihr Wirken dem Geschehen eine bestimmte Richtung gibt, gewisse Moglichkeiten offnet. Das
menschliche Handeln kann ihnen entsprechen, kann sie aber auch, da es den gottlichen Plan
264 Illinois Classical Studies 24-25 (1999-2000)
god's grand scheme against Creusa's traumatic experience, we should also
weigh the same divine plan against the earlier, seemingly accidental, events.
In Thucydides we can distinguish between the author's use of tyche and its
use by speakers, but this is impossible in tragedy, a narratorless genre where
the author's "I" does not appear. Since we cannot identify where Euripides
uses the word tyche in his own voice, we have to approach the plays in a
holistic way.
An example of the different expressions the characters use to describe
what they experience is the way Ion and Xuthus speak of their meeting in
the false recognition scene. Verses 539 and 661 present their encounter
after the oracle given to Xuthus as a tyche, a turn of events or a turn of
chance. At 554 Xuthus claims that fate has discovered the truth, while at
569-70 it is a god who has rightly accomplished his finding of Ion: Geoq /
opGcoq eKpave. The first response to a sudden, seemingly unexpected event
may be to ascribe it to the power of chance, to destiny, or to a god
—
according to the point of view of the character in each case. Xuthus refers
to the divine in order to show Ion that their meeting has divine approval,
perhaps because he is about to ask Ion to leave Apollo's shrine and come
with him to Athens. Their encounter is presented as a curious combination
of divine predestination and chance. The poet appears to make full use of
the ambiguity of the oracle and the seeming fortuitousness of their meeting
in order to introduce Creusa's intrigue together with its unpredictable
consequences. Besides, the responses of the characters to the false
recognition the oracle has thrust upon them are different and reveal their
personal characteristics. Xuthus' brash acceptance of his apparent good
fortune matches the simplicity of his character and contrasts with Ion's
scepticism and Creusa's sensitiveness.
It is important that these references to tyche are accompanied by
striking stage action. At the beginning of the second episode (510 ff.) the
entries of Ion and Xuthus almost coincide; as the first enters from the
parodos, the second is about to come out of the skene?^ Wilamowitz has
observed the coincidental character ("die Zufalligkeit") of this scene;^'^ their
almost simultaneous entrances may suggest the accidental nature as well as
the surprising and wondrous character of their first meeting. The audience,
of course, knows that Apollo intends to give Ion, his own son, to Xuthus.
nicht erkennt und falschen Zielen zutreibt, durchkreuzen. Bei der Gottheit steht es, ob sie
durch emeute Eingriffe das Geschehen wieder in die richtige Richtung lenkt. Solche Eingriffe
wirken Uberraschend, oft wie ein Zufall; es sind die Momente, in denen es sicii entscheidet, ob
das Geschehen in dieser oder jener Richtung weitergeht, wobei gleichgUltig ist, welcher Mittel
der Gott sich dabei bedient." This is a fair description of the interaction of divine purpose,
human will and tyche in Ion, but it is important to stress that only post eventum are the critical
crossroads of the action connected with the divine. In the actual narrating (i.e. Ion's rescue) or
staging (i.e. the Pythia intervening and preventing Ion from killing Creusa) of these critical
moments the impression is created that things happen suddenly and by chance.
^' On the other hand, such a staging is outlined by the oracle (531-36). Furthermore, the
childless Xuthus inevitably consults Delphi as, for example, Laius and Aegeus do.
3^ Wilamowitz 1926: 110.
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Yet the scene in question shows how a divine purpose can appear fortuitous
and coincidental at the moment of its realisation. The first-met theme
occurs frequently in oracular responses. ^^ Euripides here seems to exploit a
familiar oracular pattern and to develop it in the direction of mere or,
paradoxically, premeditated chance.
The tension between the apparently fortuitous and the actually
providential is characteristic of the play, with all the references to xvxr]
under the influence of this polarity. After the false recognition scene, what
separates Xuthus from Creusa is that he has found a son. Creusa
understands the oracle as implying that she is never going to have a child.
What most rankles in her heart is that she no longer shares a common
fortune with Xuthus as far as childlessness is concerned.^^ These ironic
references may hint at the idea that purposeful divine action is perceived by
mortals as random, ill-fated experience:^^ naturally enough, since human
knowledge and perception are trying to come to terms with the
unfathomable divine and the fickle behaviour of gods.
There is no reference to tyche in the servant's account of Creusa'
s
murderous plan and its frustration. He says that Apollo exposed the
murderer because he did not want to be polluted (1117). Yet the servant
does not know the full story. At the actual moment of Ion's rescue there is
no explicit intervention by Apollo, but the god seems to exploit Ion's own
piety and virtue (1182 ff.).'*^ The actual scene of Ion's rescue may be seen
as miraculous; in fact, prevention of a poisoning in extremis by just fortune
is a widespread mythical motif*^ often used by Euripides.'*^ It is impossible
to discern what in the rescue of Ion is miraculous, what is accidental'^ and
what is Ion's just deserts. In effect, Euripides here seems to exploit the
ambiguities caused by the overlapping of the divine miracle and the
fortuitous.
In the highly emotional scene of recognition between Creusa and Ion
both characters refer to tyche. Actually, in all the anagnorisis and
mechanema plays the recognition is consistently expressed in terms of
•'' See for example Hdt. 6. 34; also the oracle given to Cadmus in Ov. Met. 3. 10 ff. and to
Cephalus, on which see Fontenrose 1978: 386.
*^ Ion foresees at 608 ff. that this might be the case (cf. Lee 1997: ad loc). This is also one
reason why Xuthus decides to keep secret from Creusa that Ion was given to him as his son
(657-58). The Chorus (704, 1101) and the Old Man (818) refer to this in connection with
Xuthus' ingratitude. Finally, Creusa in her monody touchingly emphasises her anguish and
pain caused by both human and divine violence (876-80).
39 Cf. 359 and 368.
'*° Ion's connection to Apollo is emphasised by the servant at 1141-66, 1209, 1218 and
1224. It is notable that, though we know it and Creusa knows it, still Euripides tells us.
'^ See Huys 1995: 55.
*^ Earlier, in his Aegeus and Cresphontes, a lucky escape from violent death is also followed
by recognition.
'•3 On this, see Owen's comment on 1514 (1939: 174). It was the rationalist critics
—
especially at the end of the last century—who could not accept the role of both the divine and
supernatural chance in the play. See Owen 1939: xxxii-xxxvi and Michelini 1987: 11-19.
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tyche.'^^ The familiar tyche-techne antithesis'*^ seems to have been
transformed by Euripides into a complementary relation: Here, tyche is the
good luck of anagnorisis and techne the intrigue, which requires practical
resourcefulness and cleverness, and aims at securing this good luck.
Significantly, the elation inspired by the good luck of anagnorisis is
followed by a successful mechanema (in Iphigenia in Tauris and Helen) or
is preceded by a foiled mechanema (in Ion). In this moment of exultation,
the crimes Creusa and Ion almost committed in their former blindness
appear to them even more horrible. In this light they tend to emphasise the
turn of events, and to attribute the interruption of their attempts upon one
another to sheer chance (1502, 1514).'*^ Placing the intrigue before the
recognition enables Euripides to show in a memorable way that tyche is not
only what the characters experience as good fortune at the moment of
recognition but also chance, which the characters see as effecting extreme
reversals in their lives.
So at 1512 ff. Ion goes so far as to address a powerful and apparently
independent Chance, whom he deems responsible for having brought him to
the critical point of being killed by and killing his mother, then for having
saved him from both. This is a naturalistic and rhetorical description of the
situation mother and son are in at this moment: naturalistic because Ion
talks of Tyche as a purposeless, non-teleological agent that is not directed
by some divine will; rhetorical because the personification of Tyche throws
into relief what the characters have suffered so far. At 1374-75 Ion seems
to hold Apollo and an unspecified 6a(|icov responsible for the good and the
bad things in his life respectively. What for a god is xprjaxov is
experienced by mortals as Papv, as xa xo\) bai^iovoq (explained by the
following yap-clause) denote both baby Ion's and Creusa's hard lot.
Furthermore, at 1388 he expresses his belief in what is destined to happen
(toc TCETipcop-eva). Thus Tyche, this indefinite power that contains the
element of sudden reversal,'*^ here seems to indicate what Ion experiences at
this particular moment. When presenting his characters' hindsight
Euripides seems to emphasise the changeability of fortune and of human life
in general. Compare the Sophoclean Electra's reflection on the curious way
in which opposite experiences—utter ruin and the greatest joy, yet also love
"" Euripides, apparently following Sophocles' use of the optative expressing wish (e.g. El.
1226), makes his characters use tyche when they wish that their good luck of anagnorisis
should last. See Ion 1456, 77" 841 and Hel. 698. In this light, Cropp's proposal (1997: 34-35)
for the substitution of xuxa for yuxd at Eur. IT 838 fits well with the emphasis on tyche after
the recognition as well as the theme of the characters' "dependence on unpredictable strokes of
fortune (xuxai)."
"^ See Agathon frr. 6 and 8 N; also Eur. Ale. 786 and 7789.
''^ Burnett 1970: 152 points out that "only in the recognition scene do the characters seem to
forget the working connection between divinity and 'chance'."
' Compare Soph. Ant. 1 158. See Eliendt's comment on this: "Haec sententia proxime abest
a deae Fortunae mentione" (1965: 748). Diller 1971: 385 talks of "das blinde Ungefahr"
which brings ill-luck to Iphigeneia in lA 1402 ff., but raises Ion and Creusa to the heights of
good fortune and happiness at 1512 ff.
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and hatred—have been mingled for her in the day's events (1357 ff.).
Euripides seems to go one step further when he makes Ion ascribe the
extreme change of his life to fiexaPa^ovaa T-uxtj.
Ion's invocation of Tyche is a rather transient expression of his belief in
the power of Chance. Rather than a "weak personification" I would call this
an Augenblickspersonifikation^^ (momentary, fleeting personification).
Tyche is meant to be taken as a supernatural, indefinite power. This can be
shown by the parallel uses of tyche and daimon;^^ their common elements
become apparent in descriptions of the misfortunes of the past and abrupt
changes of fortune. ^^ Ion's apostrophe to Tyche can be seen as a response
to the widest range of possibility and to the abruptness of change from one
extreme to the other. Calling Tyche what Athena will in the end ascribe to
Apollo's plan is not just a substitution of another rational force, but the
rejection of rational explanation in favour of asserting the irrational, the
paradoxical.^ •
Is tyche to be taken here as a factum (event/state) or as an agens
(agent)? I think this is left deliberately unclear (hence the debate whether
tyche should be capitalised). Euripides, intent on creating an exciting and
suspenseful play, counts heavily on the imprecisely defined interaction of
divine agency, free will and chance. At 1512-15 the change of subject from
"Tyche" to "we" makes it ambiguous who is after all the real agent (but it
appears that the point of the change of subject is indeed the imprecisely
defined interaction). Tyche is the subject of the active participle
\izxa^a%o\i<5a, the agent of an action, "changing the life of thousands of
men from misfortune to happiness." A demonic power could be held
responsible for changes of fortune or for any unexpected, unwelcome
event.52 It is in fact an important feature of Greek thought that what is felt
to be numinous can readily be personified or deified;^^ Euripides is
''^ Borrowing Usenet's (1895: 279-301) AMge«WicA:igo//£'/-. Webster 1954: 13 ff.
distinguishes among "deification," "strong personification," "weak personification" and
"technical terms." However, determining the degree of vividness of a given personification in
a particular context remains uncertain and to a great extent subjective.
''^ See note 19 above; also Eur. Her. 884 and fr. 1073 N; Trag. fr. adesp. 353 N and Eur. fr.
974 N. Gods deal with important matters and condescend to leave to other daimones or tyche
smaller, less significant issues. Compare Schlesier 1983: 277.
^°See Ion 359, 1374-79, 1456-57 and 1501 ff. Note how the reference to personal
responsibility at 1497 shifts to the indefinite x\)xa\ (1501) and Tcveijuaxa (1506). This seems
to suggest that there is something superhuman in the constant change of human fortune and so
to prefigure the personification of Tyche at 1514. See Erbse 1986: 10 ff., who argues that the
personal aspect of an abstract concept often becomes palpable only in specific contexts, where,
for example, the events described suggest that something is being perceived as superhuman.
On the personification of Tyche, see Shapiro 1993: 227-28 and 1986: 10-14 and Hamdorf
1964: 37-39, 97-100.
^' As Stahl 1977: 161 aptly puts it, "'Plumb-line' and 'chance' in a single statement: clearly,
the concrete experience of life can only be expressed by a paradox."
" See Eur. fr. 1073 N and Soph. El. 1269, where a reunion beyond thought and hope (1262-
63) is seen by Orestes as a result of divine impulsion (1264) and by Electra as the action of a
daimonion.
" Hes. Op. 763, Aesch. Cho. 60.
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prominent among the tragedians for this form of expression, which is often
combined with an apostrophe.^'* Presenting Tyche as an agent seems to suit
his interest in creating doubt and uncertainty about the outcome of an event;
certainly Ion here expresses surprise and his enduring uncertainty about his
paternity (1516 ff.).
Burnett's characterisation of Ion's apostrophe to Fortune as "a
momentary expression of error and faithlessness" seems off the mark.^^ Ion
is unaware of Apollo's plan, and no explicit divine intervention has yet
taken place. Ion is not mistaken about the power of Chance, as Jocasta is in
Oedipus Tyrannus when she says (977 ff.) that xa xt\c, t-uxtiq Kpaxei and
there is no reliable foreknowledge. Jocasta' s speech has an immediate
disastrous consequence, whereas Ion's apparent belief in |ieTaPaX.o\)aa
Tijxri is in a way vindicated by the modification of Apollo's plan. Trying to
make sense of what has happened to him. Ion turns to rationalising and
views what Creusa told him about his divine paternity with a critical eye
(1523-27, 1532-33). He is so bewildered by his sudden change of fortune
that he cannot help asking whether Apollo tells the truth or not (1537-38).
Criticism of divine justice had been a recurrent theme earlier, in the first
episode; in their effort to reach understanding Euripidean characters
frequently venture to impugn the wisdom of the gods themselves.^^
It would be wrong on this basis to jump to the conclusion that to
Euripides gods have lost their power and it is Tyche that rules. The tension
betv/een divine agency and tyche is meant to remain unresolved in order to
highlight human limitations and divine power but also to assert the power of
the unexpected, forces that are beyond human and sometimes divine control
and comprehension. Given the recurrent criticism of divine justice in
Euripides, rejecting an understanding of the complex phenomena of life
entirely in terms of a limited anthropomorphic deity seems to have been
among his purposes. Euripides seems to take advantage of the traditional
interaction between tyche and the divine. Though personifying Tyche may
be seen as conferring on her the capability of independent and autonomous
action, the effect is rather more subtle and ambiguous. We may not have
here any explicit association between tyche and a divinity (as at Hipp. 371-
72 or Her. 1393), but tyche is often associated with divine agency. The
ambiguous and elusive trade-off between agency (divine or human) and
contingency receives prominent expression in Ion, Iphigenia in Tauris and
Helen, where a divine frame establishes a goal and direction for the human
action. As the plot of Ion unfolds, however, this goal and direction are at
5" See Or. 213, 398 ff.; Hel. 560; Hr. 556 ff.; Phoen. 506, 782; Bacch. 370, 414. This is the
point of the joke against Euripides in Frogs 893 ff., where he is presented as praying to his
"private" gods, who possess no great influence in comparison to the Olympian authorities.
55 Bymett 1970: 52.
5* See Her. 339-47, 1087 ff.; Hipp. 117-20; Bacch. 1348; Phoen. 86; Tro. 65-68, 469-71,
884, 1280-81; note esp. Bellerophon fr. 292 N; Melanippe fr. 506 N; Bond 1963: 48, 136-37.
See also Yunis 1988: Part Two.
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times foils to confused and undirected human action, but are also affected
by it, even if by the end of the tragedy the god's general aim is attained.
Apollo's plan is fundamental, but its realisation is conditioned and its
outcome significantly modified by human responses and tyche, which in the
end are what the play is all about.
The idea of metabole, often connected with tyche, is emphasised by
Euripides both verbally^^ and dramatically. His liking for clear, sharp
contrasts between episodes,^^ often initiating unpredictable new lines of
action, is very much at home with the idea of metabole, of unexpected
reversal. Accordingly, his recognition of the role of tyche is reflected in his
taste for exciting, unpredictable plots and virtuoso effects. Consider the
sudden turns at the beginnings of episodes in Ion. They break up the action
into many situations that come to nothing:^^ Xuthus believes he has found a
son, but Ion is not his son; Creusa's plan to kill Ion fails; Ion's revenge
against Creusa is stopped short. Everything so far has been pointless. Only
the last 300 lines, beginning with the startling appearance of the Pythia,^^
present a successful event,^' the true recognition. In the experience of the
play itself, human ignorance, misinterpretation and violent passions
predominate, and in the end, despite Athena's explanation^^ of human
deception and foiled action as results of Apollo's providential plan, even it
has been affected by an uncontrolled and unforeseen element of chance.
The clash of the limited human perception with the unforeseeable and
the divine, "the abolition of the rules of this world by the heavenly
'Playef,"^^ is the fundamental principle of such different dramas as Ion and
Sophocles' Oedipus Tyrannus. In the latter this clash leads to a tragic end,
but in Ion to a by-and-large happy end. It is rewarding briefly to compare
the two plays from this point of view.
There are striking resemblances as well as differences between these,
the only extant foundling plays. The similarities derive mainly from the fact
that both involve the exposed hero tale-pattern.^ Both Oedipus and Ion are
" See Ion 969-70, 1501-18; /rill? ff.; Her. 480, 508 ff., 1291-93; Hel. 711 ff., 1136 ff.;
Hipp. 1102-10; Hec. 488 ff. All these references to metabole and tyche are comments on
completed action and are placed before important turning points of the plot. "A similar
technique occurs in IT. Pylades states the principle (721-2); enter Iphigenia (725) and the
beginning of the upswing" (Gibert 1995: 196-97 n. 84).
^* While in Sophocles we have contrasts between scenes of the same episode, and a main
reversal, peripeteia.
59 See Aelion 1983: 75 ff.
^ Although the suddenness of her intervention makes us think of it as something accidental,
this is not at all the case. As expected, the Pythia's involvement in Ion's case has always been
a result of Apollo's influence on and command to her (47-48, 1343^7 and 1357-62).
^' Lloyd 1986b: 44 argues that the end the mortals achieve is far more satisfactory than what
Apollo has planned for them.
" See Lloyd 1986b: 45 and n. 65.
" W. H. Friedrich 1953: 21.
^* Huys 1995: 65 and passim; also Edmunds 1985. On the role of tyche in OT, see the
analysis of Pucci 1992.
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foundlings and, though in different ways, both plays deal with the theme of
unknown personal identity. Exposed hero means exposed fortune. The
concept of tyche seems to pervade both these plays, especially if we take
into account the importance of its verbal occurrences. But where dramatic
structure is concerned, the two dramatists differ. Sophocles has not
dramatised the most extraordinary coincidences of Oedipus' life, which are
narrated by Oedipus himself (771-833), by the Corinthian messenger
(1020 ff.), and by the servant of Laius (1178-81), nor has he stressed their
coincidental nature. Moreover, he draws no special attention to the most
startling coincidences of all, the double roles of the witness to Laius'
murder, who was also the one sent to expose Oedipus, and the Corinthian
messenger, who was also the one who received him. It looks as if these
coincidences are there only to demonstrate the poet's control of his plot and
the god's or fate's control of the world. Besides, the audience was familiar
with the myth and had a privileged perspective. As a result, several
important references to tyche (especially at 949, 977 and 1080) are
ironically undermined by the fact that the audience knows more than the
characters, and by the immediately following events. One gets the
impression that the dramatic events are working their way inexorably
towards the revelation of a divine pattern already established by the gods in
advance. Unlike the excitingly unpredictable plot of Ion, that of OT is more
tightly controlled. Correspondingly, Sophocles allows chance only a very
limited role in his play, where it is difficult to separate the power of fate
from the elaborate mechanism of the plot.^^
By contrast, the story of Ion seems to be largely of Euripides'
invention. Hermes' prologue provides the audience valuable information
the characters lack, but it is only a bare outline, so that at bottom the
audience remains in the dark about what is going to transpire. Moreover,
the sequence of dramatic events turns out to have an unexpected and
seemingly coincidental character. This is enhanced by the fact that Apollo's
intervention always remains implicit, and the characters as well as the
audience have to wait until the very end in order to learn from Athena the
full details of his beneficent purpose.
It is significant that, in their respective speeches in response to the
revelation of the divine plan. Ion addresses Tyche as responsible for the
vicissitudes in a man's life (1512 ff.), whereas Oedipus sees Apollo as the
accomplisher of his cruel sufferings (1329-30). At 1080-81 Oedipus' over-
optimistic assertion that he is the child of good Fortune is tragically wrong,
unlike Ion's acknowledgement of the unpredictable operation of Tyche. Of
course the two characters are not equally cognizant of the agency of Apollo.
Although Ion until the very end of the play is wholly unaware of the god's
providential plan, Oedipus is condemned to a different kind of ignorance:
I am indebted to Michael Lloyd for this observation.
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He knows the oracle, but is completely in the dark about when and under
what circumstances it is going to be fulfilled.
At the end of Ion Athena, from her Olympian perspective, places all the
turns of event earlier viewed as fortuitous within the framework of Apollo's
plan. Yet Euripides, by repeatedly presenting as chance what the deus ex
machina will ultimately confirm to be a divine plan, tends to juxtapose
chance and divine agency and mark them out in bolder lines. These two
powers can seem to be two sides of the same coin. The idea that what at a
particular moment seems to be due to chance at another moment turns out to
be part of a divine plan is very much at home with the characteristic double
perspective of the play (585-86).^^ There is room for what at the time
appear random happenings in the complex and inscrutable world-order,
which in a sense extends beyond the power of the anthropomorphic gods. If
this last idea is right, Euripides presents it in a very indirect and ambiguous
way. Although Apollo, the god of prophecy, might be expected to predict
the future accurately, his failure to do so is not explicitly criticised in the
play. By dramatising a modification of a divine plan necessitated by human
action the poet seems to subvert the Homeric pattern in which it is the gods
who frustrate human plans and intentions; this hardly constitutes a
commitment to the overmastering power of chance as opposed to successful
divine agency. Rather, the Homeric idea that even the gods may be subject
to fate seems to be restated: Even the gods may be subject to mutable and
unpredictable tyche. It emerges eventually that gods still direct the action,
but they do so within constraints and are no longer uninterruptedly
effective. In the world of Ion in particular, the divine plan finding its way to
fulfillment must not only negotiate but adapt to unforeseen human
responses. Even the actions of the gods can be affected by tyche. This is a
striking extension of tyche' s power and range, and suggests that what is
mortal and contingent both complements and subverts the divine. ^^
Somerville College, Oxford
tragedy. According to Matthiessen 1989-90, the play is partly ironical, in the presentation of
the relationship between Xuthus and Ion, partly serious, in the presentation of the relationships
between Creusa and Apollo and between Creusa and Ion, and partly also wavering between
seriousness and irony, where the relationship of Ion with his divine father is concerned. See
also Zacharia 1995 and 1997.
^' My discussion of the relation between divine agency and tyche is not by any means meant
to underestimate the human factor in the play. For the interaction between divine and human
action, see Lloyd 1986b. I would like here to thank my audience for their useful comments in
the discussion session at the Euripides conference in Banff. I am also very grateful to William
Allan, Christopher Collard, Martin Cropp, Jasper Griffin, Abraham Kawa, Michael Lloyd,
Scott Scullion and Christian Wildberg for reading and commenting on my paper at various
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Lament and Recognition:
A Reconsideration of the Ending of the Bacchae
CHARLES SEGAL
Accompanied (at least in imagination) by the drums that belong to their
worship of Dionysus (124-25), the chorus of Asian Bacchants in the
parodos sets the mood for what is probably the most exciting and most
shocking of extant Greek tragedies. The climax of the excitement is the
entrance of Agave holding in her hands the bloody head of the son she has
torn apart (1 168-99). The play ends, in Euripides' manner, with Dionysus
as deus ex machina, predicting the future of the protagonists and probably
of his own cult at Thebes. The play grips us with the troubling power of its
god, "most terrible but most gentle to mortals" (860-61). Dionysus is
present throughout in a way in which no other divinity is in the extant plays,
for not only does he speak, in propria persona, in both prologue and
epilogue (itself unique in the corpus), but in his role as the Lydian stranger
he is also a major participant in the action. • •
Bringing closure to these extraordinary events must have been one of
the great challenges facing the poet.^ For the modern interpreter the
problem is compounded by a gap in the text near the end of the play. In this
essay I shall reexamine the problem of the fragmentary ending from the
perspective of two of the major components of closure in tragedy, lament
and recognition. Euripides' ending, in so far as it can be restored, leaves
open the ambiguities surrounding Dionysus and his cult and thereby sets
into relief the problems that Greek tragedy, and particularly Euripidean
tragedy, repeatedly confronts: the cruelty or appropriateness of divine
justice, the distance separating gods and mortals, and the gap between
divine and mortal perspectives. The Bacchae poses these problems in a way
that reflects its main concern, the nature of Dionysus and his place in the
polls.
In other surviving Euripidean plays where a god appears in both prologue and epilogue, as
in Hippolytus and Ion, it is not the same god. The Hippolytus offers the closest parallel, with
its marked symmetry between prologue and epilogue (on which see Dunn 1996: 89-91), but
even so the divinities are different.
^ For various techniques of closure in Greek tragedy, and especially Euripidean tragedy,
including the use of the deus ex machina, see Dunn 1996 passim, esp. 3-83.
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Agave's return to sanity in her recognition of her actions (anagnorisis)
answers her failed anagnorisis of Pentheus at his death and so is an obvious
step toward closure, especially as it brings Cadmus back to the stage and so
makes visible the ruin of the Theban royal house across three generations.^
Yet the play does more than just effect the mortal protagonists' recognition
of the meaning of their actions. As in other plays (notably Hippolytus and
Ion), Euripides brings gods and mortals together in a confrontation that
explores the problems of anthropomorphic divinity. "It is not fitting for
gods to become like mortals in their anger," Cadmus feebly protests at the
end (1348). To this theological dimension of the closing scene Euripides
adds a more emotional element, namely a lament shared between the
suffering mortal survivors.
Lament is a traditional way of ending tragedy, sanctioned by the
example of the end of the Iliad, and Euripides uses it frequently as a
closural device {Hippolytus, Andromache, Suppliants, Trojan Women,
Phoenissae, and—in a negative way
—
Medea). A formal lament is an
obvious ending for Bacchae, as the mutilated body of Pentheus is prominent
on stage in the final scene. As in Hippolytus and Trojan Women, the burial
of the torn remains is indispensable for a proper closure, both emotional and
ritual. Here as elsewhere, however, closure through ritual lament only sets
into relief the pain of human suffering and injustice that remains
unresolved."*
The importance of lament in the Bacchae is obscured by the sadly
fragmentary state of the text, with its lacunae (or lacuna) at the point when
the other two principal characters come together over the body of the dead
king. How we understand the ending depends in large part on the
restoration of the fragmentary ending. I argue, against Dodds (1960), that
Agave's lament over the body of Pentheus, accompanied by her piecing
together of his torn limbs (the compositio membrorum), takes place in the
first lacuna, after 1300, rather than in the second, after 1329. Cadmus'
briefer and less spectacular lament (1308-26) then follows upon Agave's.
Taken together, the two laments, in this sequence, complement one
another as characteristic modes of female and male mourning in the polls.
Agave's lament is intensely physical, Cadmus' more reflective and more
oriented toward the public realm and civic values of honor and justice. This
closing movement also frames the ending in terms of tragic recognition or
anagnorisis (see 1282, 1296, 1345-46), which includes Cadmus'
questioning of the god's vengeance. Each protagonist's necessary and
painful awakening from the joyful but also destructive ecstasy of maenadic
3 I agree with Seaford 1993: 138; 1994: 309 and 344 ff.; 1996a: 47-50 that the destruction
of the royal family is of fundamental importance for the meaning of the play, but for reasons
different from his; see below, note 19.
" See C. P. Segal 1993: Ch. 1 and 2, esp. 22-33, and C. P. Segal 1996a passim.
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ritual shows how Euripides uses Dionysus and Dionysiac cult for his
recurrent meditation on divine justice and on human freedom and its limits.
I
As is well known, the evidence for the lost portions of the ending includes a
few remarks and quotations from later ancient authors, particularly the
third-century CE rhetorician Apsines; the Christus Patiens (henceforth CP),
a (probably) twelfth-century Byzantine play about the Passion of Christ,
once attributed to Gregory the Great; and some scraps of a papyrus codex
from Antinoe of the fifth century CE, published some forty years ago. One
line of that papyrus (fr. ii b verso, 4, in Diggle's OCT) contains the syllables
Tj^oKiafiev . .
.
, which is plausibly part of the rare word Katr|^oKia|ieva
and so seems to confirm that CP 1471-72 does indeed echo our play: "I
cover your blood-spattered limbs, torn in furrows (Kaxri^oKiaiieva), with
my fresh robes."
From the calculation of the number of lines per page in the codex,
Dodds concluded that the missing portion of the text would have to be "at
least fifty lines long" and so preferred to place the compositio membrorum
after 1329, on the grounds that a speech of fifty-plus lines by Agave after
1300 would be too long (p. 244). But, with due respect to Dodds, a fifty-
line speech by Agave after 1300 is by no means improbable.^ Hecuba's
lament over the shattered body of Astyanax at the end of the Trojan Women
occupies some sixty lines {Tro. 1156-1215); and for the Bacchae passage
one has to allow also for some preliminary description by Cadmus*, dialogue
between Cadmus and Agave, and possible remarks by the chorus. The
papyrus does not offer much certain help with the lacunae, but it does
enhance the likelihood that CP 1471-72 are indeed from the Bacchae, and
this in turn also increases the probability of an on-stage compositio
membrorum.
The exchange surrounding the first lacuna is as follows (1298-1301):
Ay. TO (piXxaTov bz aco|ia nox) rtav56(;, Tcdxep;
Ka. eyoi) noXiqToS' e^epe'ovriaaqcpepa).
Ay. ri Ttav ev apSpoic; ODyKeK^rmevov KaA-coq; 1300
Ay. rievBei 5e xi Hepoq dcppoaijvriq npocriiK' efifiq;
Ag. But where, father, is the dearest body of my son?
Ca. I have searched it out with difficulty and am bringing it.
Ag. Is the body all closed up well within its limbs?
^ C. H. Roberts, the editor of the Antinoe fragment, here cited by Dodds, drew just the
opposite conclusion from the papyrus and preferred to place the compositio membrorum after
1300. Some of Dodds' supplements to the papyrus text are hypothetical in the extreme; see
Diggle's note ad loc. in the OCT.
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Ag. But what share in my madness pertained to Pentheus?
If Agave merely handles or caresses the torn but already recomposed body,
Cadmus' reply was something like, "Yes, it is all closed together, for we
gathered the bloody parts scattered over the stones and trees and bushes.
But you still hold the head in your hands." Agave, then, amid renewed
tears, places the head on the corpse and enters upon her formal lament. If,
on the other hand, she does recompose the body, Cadmus replies something
like, "No (it is not all closed up together), for you and your sisters left the
limbs scattered far and wide; but, in so far as we could, we have brought
them together; and here are the torn pieces on this bier." Agave and
Cadmus then join in piecing the fragments together, and she lays in place
the head, which she has been carrying. She then covers the head with a veil
and the rest of the body with "fresh robes" (CP 1470-72), perhaps brought
on stage by an attendant from the palace.
The difference between the two reconstructions lies ultimately in the
degree of the horror, and it is not surprising that interpreters have balked at
the more gruesome alternative of the on-stage compositio membrorum.^ Is
such an ending too outrageous even for late Euripides? Not, I think, after
the ending of Orestes (408 BCE). If we are to believe Apsines, Euripides
has given a sensationally grisly twist to the lament over a brutally torn
corpse:
In Euripides Agave, mother of Pentheus, having passed beyond her
madness and having recognized her own son now torn apart, accuses
herself and arouses pity. . . In this passage Euripides' wish was to arouse
pity for Pentheus, and he has in fact aroused it, for the mother holding
each of his limbs in her hands laments over each of them. (Text in Diggle
1994a: 352)
It is instructive to compare Euripides' scene with the lament of
Tecmessa in Sophocles' Ajax (896-973) or of Hecuba in Euripides' Trojan
Women (1156-1237). Both of these plays show the body on stage and
describe the physical ugliness of the wounds, but neither body is torn to bits
nor requires the handling or adjusting of the parts as in Agave's lament. On
either reconstruction of Agave's lament, she would conclude with a final,
tearful view of the body as she covers it with a veil or shroud (CP 1470-
72). Cadmus then says something like, "My miserable daughter, I pity you,
but such is the cruel madness that Dionysus sent upon you." Agave
^ For example, Willink 1966: 44-46 argues that Agave merely handles the limbs. For a
review of scholarship, see Seaford 1996a: on lines 1300-01; lerano 1999: xxvii-xxviii; Roux
1970-72: II 613-15, on line 1300. It remains an open question whether Seneca is drawing on
Euripides' lost compositio membrorum in Theseus' recomposition of his son's mangled body at
the end of his Phaedra (1247-74). Seneca may, of course, be putting his own characteristic
stamp on the Euripidean material. On the negative side too is the lack of any mention of this
scene from the First Hypothesis of the Bacchae; but this summary of the play contains a
number of textual corruptions and is perhaps itself fragmentary toward the end. I review the
evidence in Segal and Gibbons 2000: Appendix.
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responds with line 1301, where our text resumes, "But what share in my
folly pertained to Pentheus?" She asks this question in her continuing self-
accusation, which, as Apsines remarked, accompanies her recomposition of
the body. With the deepened understanding that comes in the course of her
lament, she shifts from blaming Dionysus, as she does in her anagnorisis of
1296 ("Dionysus destroyed us; now I understand"), to blaming herself and
her "folly" (dcppoavvri) in 1301. In his reply Cadmus explains Pentheus'
guilt (1302): "He was like you and your sisters in not revering the god,"
whereupon he moves into his briefer and less violent lamentation (1308-
26).
I leave aside the problem of the possible piecing together of Pentheus'
body on stage and return to the question of whether this lament by Agave
occurred in the first lacuna, after 1300, or after the second, after 1329. Or,
in other words, did her lament precede or follow the lament of Cadmus at
1308-26? It must, I think, precede, for Agave, on discovering that her
hunting trophy is Pentheus' head, will want to deposit this in its proper
place as soon as possible. It is hard to imagine that, confronted with
Pentheus' torn and headless body in 1300, she does not think at once of
replacing the head. Could Cadmus pronounce his formal funeral eulogy
over that body in 1308-24 with Agave standing beside him holding the
severed head in her hands? I think not.^
Agave's inquiry about the body and its condition in 1298-1300 (cited
above) forms an easy transition into her lament (with or without the
compositio membrorum). Her entrance with Pentheus' head at the
beginning of the scene (1200)—another extraordinary coup de theAtre—has
alerted the audience to the grisly scene that follows. The line-by-line
dialogue of the "psychotherapy scene," in which Cadmus gradually brings
Agave back to sanity and reality, leads inexorably to her readiness to
confront the consequences of her actions.^ First she recognizes the head
(1284), then asks who was the killer and, amid the pounding of her heart
(1288), receives the chilling reply, "You killed him, along with your sisters"
(1289). Her exclamation of recognition at 1296, "Dionysus destroyed us;
now I understand," shows her moral readiness and growing strength for the
experience that she must now undergo. When she next asks (1298), "Where
then, father, is the dearest body of my child?" she is fully prepared to face
this most visible and horrible sign of her madness. Cadmus' response, "I
have searched it out with difficulty and am bringing it" (1299), is a cue that
directs attention to the body. One can even envisage some stage action
here, such as the attendants (mentioned at 1216-17) moving forward the
bier on or from the eccyclema.
"^ On this point, see also Roux 1970-72: II 613-14, on line 1300; Seaford 1996a: 250, on
lines 1300-01.
^ See Devereux 1970.
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Dodds argues that line 1301, after the lacuna, "But what share in my
madness pertained to Pentheus?" "seems to belong more naturally to an
earlier stage, at which Agaue is still trying to get the facts clear" (1960: 232,
on line 1300). But the line makes equal sense as part of a movement back
from the intense emotion of her lament, with its awful physical contact with
the body, to a growing understanding of Dionysus' punishment. The line
thus helps effect a transition to the more restrained mood first of Cadmus'
lament and then of Dionysus' prophecy. It also shows Euripides continuing
to hammer away at the cruelty of the god's revenge, as the two mortal
protagonists struggle to understand it and come to terms with it (1295-97,
1301, 1344-50, 1373-78).
In lamenting over her son's body. Agave, as one would expect from a
mother, is intensely physical. She handles and touches the torn body,
perhaps caresses and kisses it, probably refers to having given birth and
nursed Pentheus (see CP 1256-57, below); and she finally covers the corpse
with a robe or veil (CP 1123, 1470-72), much as Tecmessa, for example,
covers the body of Ajax (Soph. Ajax 915-16) or Hecuba does that of
Astyanax in the Trojan Women (1218-20). We may, for instance, compare
010 1<; xe nenXoiq KaTaKaA.\)V}/o) veKw; (Mary theotokos in CP 1 123, "With
what robes shall I cover the corpse?") and 6Xka viv 7cepiKT\)xe'i / (pdpei
KaA-vvi/co TwSe Ka^inriSriv (Tecmessa in Soph. Ajax 915-16, "But I shall
cover him completely with this enfolding robe").
This touching and embracing of the corpse constitute part of the
women's traditional "joy in lamentation," as Homer described it in the Iliad
(e.g. 22. 86-89, 352-53). When Priam returns with the ransomed body of
Hector, for example, Hecuba and Andromache, who, as mother and wife are
the first to mourn, tear their hair and "lay hold of the head" {Iliad 24. 710-
11). In Euripides' Suppliants the mothers of the Argive dead are eager to
"take into (their) hands" the bodies of their sons (efiav eq xepa, 60-62),
even though, as Theseus later cautions Adrastus, "these women would be
destroyed {okowxo . . . av) when they see [their sons] here so changed"
{Suppl. 944). "Yes," agrees Adrastus, "for the blood and wounds of the
dead are a bitter sight" (945; cf. Soph. Ajax 915-19, 922 f., 1003-05).
Pentheus' body on the stage, reminding us of its dismembered state,
gives a special pathos and horror to these conventional female gestures of
mourning. If CP 1312 reflects Agave's lament, she asks, "How shall I,
miserable that I am, take him to my breast, and in what way shall I make the
dirge (threnos) over him?" At some point too, she (or Cadmus) declares
that these rites bring "but little comfort to the dead" (CP 1449). If she
cradles the head (or other body parts) in her hands as part of this lament, she
will be gruesomely fulfilling on stage the Stranger's prophecy that Pentheus
"will be carried in his mother's arms" (ev x^P^'^ i^^'^poc,) in a "luxurious
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delight" (Kal xp\)(pav |i' dvayKdaeK;), where the word "luxury," xp-ucpri,
contains an untranslatable play on the word's root meaning, "breaking in
pieces," Gp-UTixeiv (968-70).^
Both Agave's and Cadmus' laments are distorted forms of their
respective genres and thus continue the play's perversion of all of its ritual
actions. The mother who would wash, embrace, and kiss the body is the
killer whose insane violence has reduced the body to the fragmented state
that makes her last offices as ugly to ancient as to modern taste. Cadmus,
on the other hand, pronounces the kind of funeral eulogy that would be
appropriate for a king or warrior slain in battle. Hence he emphasizes the
achievements of the deceased and invokes moral terms like justice and
punishment (1308-12).
This pairing of male and female lament as a closing movement is not
uncommon in Greek tragedy. Closest in date to the Bacchae are the
Phoenissae and the Oedipus at Colonus. Closest in dramatic function,
however, is the ending of Sophocles' Antigone, whose male protagonist, as
has often been noted, has some affinities with Pentheus. Eurydice's lament
is a private, house-oriented grief, oikeion penthos, as she says; but, contrary
to the Messenger's anxious hope (Ant. 1246-50; cf. 1187), its dangerous
resonances do not remain indoors. '^ Both Eurydice's and Creon's laments,
in different ways, are characteristically tragic perversions of threnodic
utterance. Eurydice has carried her woman's grief outside the house and
has expressed it in the most destructive possible form. Creon, the ruler
devoted to civic order, is totally crushed as he laments over a son who
perished not on the field of battle but in the cavern where his beloved was
condemned to die as a criminal, with all the anti-polis associations of that
Hades-like place. The two laments, each awry in its own way, work
together to frame the tragedy in terms of the collapse of the hierarchical
relation of oikos and polls which Creon had so vehemently championed.
In the Bacchae, to be sure, the contrast between public and private (or
civic and domestic) lament is much less important than in Antigone, where
it is an essential part of the conflict between the two protagonists. Yet in the
Bacchae also a civic conflict (receiving the new god into the polls) finds its
tragic outcome in private suffering and in destruction for the house after a
king has been stripped of his public, authoritarian persona. In both plays
also a drastic disruption of polis-oikos relations derives from a female
rejection of male authority.^' In both cases a mother's lament gives intense
expression, on the stage, to the tragic suffering and is juxtaposed to a male
lament. Cadmus' lament over Pentheus, like Creon's over Haemon, has
^ See Kepple 1976 and C. P. Segal 1997a: 201-^2.
'° On this passage, see C. P. Segal 1995: Ch. 5, esp. 120-33.
" On oikos-polis relations in the Bacchae, see Seaford 1993 passim; also Seaford 1994:
344-62, esp. 353-55.
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associations with the funeral eulogy pronounced over a fallen warrior, with
ironical overtones in both cases.
As in the Antigone, the woman's lament has the more intensely
physical and emotional expression. Creon and Cadmus lament in words;
Eurydice nearly collapses into the arms of her attendants (Ant. 1 188-89)
and later drives a sword into her own body (1301-05, 1315-16). Agave
handles the body parts of the son she has murdered. In both cases the public
recognition implicit in the lament of a regal father-figure is upstaged and
undercut by a powerful female threnos.^^ Eurydice's final cry of
lamentation for her son (KCOKvaaaa, 1302; 6^\)Ka)K'UT0v, 1316), echoing
Antigone's lament over her brother early in the play (cf. 423-25) and
followed by her bloody death, of course, is only reported, not acted out on
the stage; Euripides' scene, even if only minimally acted out, is horribly
shocking and virtually unique in the extant tragic corpus. Nevertheless,
there are approximations, and the late Euripides is here developing and
exploiting a strain of violence and pathos in Greek drama from Aeschylus
on. An audience that could watch the self-blinded Oedipus emerge from the
palace in the Oedipus Tyrannus, or listen to the offstage cries of Medea's
terrified children in Medea, or attend to Orestes' and Electra's detailed
descriptions of the matricide that they have just committed in the Euripidean
Electra, or hear the screams of Sophocles' Philoctetes, had the kind of
theatrical preparation they needed for the compositio membrorum of the
Bacchae.
m
As a lament of an aged grandfather over a dead grandson, Cadmus' speech
has close parallels with that of Peleus over the body of Neoptolemus at the
end of Andromache. By comparison to what we believe was Agave's
intensely emotional and physical lamentation, Cadmus is relatively calm.
Peleus, on the other hand, engages in a strophic lyrical exchange with the
chorus of local women, which of course, requires a more emotional tone.^^
He has, in fact, the direct involvement with the body that was probably
prominent in Agave's lament. He addresses the "dear mouth, cheek, and
hands" of the deceased {Andr. 1181), joins with the chorus in the ritual cry
'^ On the disruptive emotional violence of female lament in tragedy, see Loraux 1998: 49-
65 and 1999: 37-44, 53-61, 87-91. Contrast the end of OC, where the solidarity of the
Athenian polls embodied in Theseus blocks the potentially disruptive violence of female
lament. Compare also Ajax, which excludes female lament entirely, so that the closing funeral
focuses on the hero's masculine identity: his armor, his martial exploits, his fellow-warriors,
and the bond between father and son. A little closer to the Sophoclean pattern is the end of
Hipp., where the royal father's lament leads into the public "grief of all the citizens"; but even
this is undercut by the irony of Hippolytus' heroization in the marriage ritual which he rejected
' (1423-30); see C. P. Segal 1993: 24-25, 120-29, with the further references there cited.
'^ The Bacchae also has a kommos between a lamenting protagonist and the chorus, but this
occurred some two hundred lines earlier, where in fact a wild exultation displaced the lament in
both form and function; see C. P. Segal 1994 and 1997b: 78-82.
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of sorrow indicated in the text as ottotototoi (1 198-1200), and surrenders to
the physical expressions of mourning, tearing his hair and striking his head
(1209-11).
In the Bacchae, as we have noted, the somatic expression of the deepest
grief is reserved for Agave. Cadmus speaks in trimeters, not lyric meters;
and his sorrow, though bitter, begins to assume a more resigned tone. It
falls to him to express the more reflective view of the situation. He closes
his speech with a gnomic statement about the cost of scorning the gods
(1325-26); and in his protest to Dionysus a little later he generalizes about
the inappropriateness of divine wrath (1348). Both Peleus and Cadmus
speak of going to Hades. Peleus, in his kommos, laments to the chorus
(Andr. 1216-17):
aizKvoq epriiaoq, ov)K e'xcov nepac, KaKcbv
5iavxA,T|aco 7:6vo'U(; ec, "Ai5av.
Childless, bereft, having no limit of woes, I shall complete my sufferings
in Hades.
Cadmus' remark, though bleak, comes after he has been promised
translation to the Land of the Blest (1338-39)—a promise that he
significantly ignores. •'^ Nevertheless, his complaint is in trimeters and so
pitched at a somewhat lower emotional level (Bacch. 1360-62):
oi)5e 7iaTL)ao}xav
KaKwv 6 TX,rl^l(ov, oi)5e tov Ka-cavpdtriv
'Axepovta nXevaaq r[avxoq yevriao^ai.
Neither shall I cease from woes, miserable that I am, nor when I sail down
the steep-flowing Acheron shall I be at rest.
Despite these basic differences in form and tone, the two laments have
significant thematic resemblances. Both old men bewail the destruction of
their oikos and their childless state {Bacch. 1303-05, Andr. 1 177-78):
Toiyap o\)vfl\iie ndvTac; eq |iiav PA,dpr|v,
vfiaq xe xovbe 6', cooxe 5voA,eaai 66|io\)(;
Kdi^', ooxk; ctxeKvoq dpaevcov 7tai5cov yeywc, . .
.
Therefore he joined us all into one disaster, you and (Pentheus) here, and
me, who am left childless of male children, so that he destroyed our house.
oixojieG'- ovKexi not yivoq, oi xeicva Xeinexai oiKovq.
We are gone; my family is no longer; nor are children left to the house.
Cadmus, however, is here accusing Dionysus' destructive vengeance,
whereas Peleus dwells repeatedly on his childlessness as the defining term
^^ The fact that Cadmus finds no solace in the promise of his future in the Land of the Blest
adds to the dark tone here. See Dunn 1996: 75; Segal and Gibbons 2000: on lines 1360-63.
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of his utter misery, emphasizing the fact that with this death in the royal
family the city too is destroyed (Andr. 1186-87, 1205-07, 1216-17). He
ends, accordingly, with a hyperbolic statement of the loss of city and scepter
that leaves him "fallen as one totally destroyed" (Andr. 1222-25): otjket'
eo-ci ^loi noXiq, I aKiiTtTpd x' eppexco Td5e- / . . . TiavcoXeOpov ^' oyeai
ndvovta. Cadmus, on the other hand, focuses on Pentheus' achievements
while he was alive and laments the specific, practical loss of his protection.
In so doing, he offers a eulogy of Pentheus that (as we have noted)
ironically underscores the latter' s failure as the kind of warrior-king who
should receive such praise.
These ironies emerge from another parallel with the situation of Peleus,
this time from Achilles' request for information about his son,
Neoptolemus, when he meets Odysseus in Hades {Od. 11. 494-503):
Tell me if you have any news of blameless Peleus, whether he still has
honor (Ti|.iri) among the Myrmidons, or whether they dishonor him
(dxiiidJ^ouai) in Hellas and Phthia, because old age holds his hands and
feet. If I should come there to my father's house as his helper up into the
rays of the sun, even for a little while, such as I was once in broad Troy
when I slew the best of the host, truly would I make hateful to them my
strength and my invincible hands, to them who do him violence
(Piowvxai) and deprive him of honor (xi^ri).
We may compare these portions of Cadmus' speech over Pentheus (1310-
13, 1318-22):
But no one wished to insult (uPpi^ew) the old man when he looked upon
your presence; for you exacted the fitting punishment. But now I shall be
driven out of the house without honor (dxi^ioq) . . .
No longer will you touch this beard of mine with your hand . . . saying,
"Who is doing you injustice (d6iKe'i), who deprives you of honor
(dxi^dJ^ei), aged man? Who gives you pain and disturbs your heart? Tell
me so that I may punish the one who does you injustice (dSiKouvxa), my
father."
Although Cadmus' situation here is that of Achilles' father, Peleus, rather
than of the Achilles who speaks these lines in the Odyssey, the father-son
relation is still analogous. '^ Both Cadmus and Achilles are concerned with
the loss of a son (or grandson) who could defend an aged father-figure.
Cadmus praises Pentheus in the terms that evoke the noblest exemplar of
the traditional heroic code, the mighty son who is defending an old,
impotent father against enemies who surround him and would "do him
violence and deprive him of honor."
'^ The connection with the young hero of epic is perhaps also suggested in 1306, where
Cadmus describes Pentheus as a "shoot" {ernos) of Agave, a common metaphor in epic and
epinician poetry and in the Iliad often used of young warriors killed in battle; see also Seaford
1996a: on line 1306.
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The Homeric echoes help create further sympathy for Cadmus as a
Peleus-like figure who has now suffered the loss of his last male heir. The
play has already laid the foundation for that sympathy in his meeting with
Pentheus in their first scene together in the play. Whereas Teiresias
launches a full-scale tirade with accusations of sickness and "most grievous
madness" (326), Cadmus addresses Pentheus as "my child" (co nal, 330),
offers only mild and grandfatherly admonitions about his excited state and
"lack of sense" (vvv yap Jtetri xe Kai (ppovcov o\)8ev (ppoveiq, 332), and
gives a warning about the example of Actaeon. Cadmus here evinces the
bond with his grandson that Teiresias clearly does not have.^^ But the more
immediate effect of the Homeric echo is to remind us of the enormous gap
between the arete of an Achilles who died in the greatest of heroic battles
and a voyeuristic young king who died aiaxiaxa Kai KocKiaxa, as Cadmus
says ("most disgracefully and basely," 1307), that is, in a way that totally
negates the noble death of the ideal warrior. It is his mother, raging in her
maenadic madness, who won the aristeia and the title of aristos (1234,
1239).
In his eulogy for Pentheus, Cadmus has the role of an authoritative
magistrate or ruler, but he is in fact an aged, crushed ex-king condemned to
exile from his city. The youth whom he would praise did not fall in
honorable battle at the hands of fellow-warriors but dressed as a woman and
at the hands of women, among them his own mother. Although his
expedition began as a military mission (780-85), its martial character
becomes increasingly ambiguous, even when Pentheus still has some
measure of control over his mind (845). And of course he ends up not only
as a pseudo-maenad and a sacrificial victim (934, 961-63) but as a failed
pseudo-ephebe, spying in the mountains rather than fighting as a hoplite in
full armor in the plain (see 956). '^ Cadmus can list among his praiseworthy
exploits little more than the hopes that the house had in him (1308) and his
zeal to protect his grandfather (1310).^^ In proudly recalling how his
grandson defended him from insults, moreover, Cadmus conveniently
forgets the insults that Pentheus himself heaped on his head when he first
found him in Bacchic dress (250-52, 344-45).
Although Cadmus mentions qualities that belong to the arete of the
warrior-king, such as "honor" and "justice," his praise focuses primarily on
the private realm, that is, on Pentheus' benefits to the house and on his
personal tie to himself whom he protected as elder member of the family. It
'^ For Winnington-Ingram 1948: 143, Cadmus' speech reveals a "genuine affection"
between grandfather and grandson. In the dynamics of the Greek family, the maternal
grandfather, like the maternal uncle, might well have a special role in his grandson's life, given
the fact that the young child is almost exclusively in his mother's care for the early years and
so might become more involved with her close relatives.
'"^ For these inversions and ironies, see C. P. Segal 1997a: Ch. 6, esp. 164-68, 196-204.
'* As part of this cancellation of heroic warrior status Dionysus preempts the epic motif of
the "glory that reaches to the heavens" (K^-eoq oijpavM otTipii^ov, 972) in the ironies of
Pentheus' unheroic death; see C. P. Segal 1997a: 203.
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is in Pentheus, he says, that "the house recovered its light of life," and it is
Pentheus "who sustained my palace" (1308-09). Though he refers to the
founding of the whole "Theban race" and so to the origins of Thebes as a
city (1314-15), he has little to say about this king's value to the city as a
whole. This omission is not due to a contrast between the city as a whole
and the royal house (for which there is little evidence in the play),^^ but
rather to the failure of Pentheus to achieve the adult status of the true king
and warrior.
The ironies that attend these failures of Pentheus appear in Cadmus'
controversial phrase in 1310, 7t6X,ei xe xdppoc; tjaOa, literally, "you were a
terror to the city."^^ In its context in Cadmus' speech, the phrase seems to
refer to Pentheus' determined protection of his elderly grandfather by
inspiring "terror" in anyone who would insult him. But the play has amply
shown the negative side of this capacity to inspire "terror" in the
Messenger's allusion to his irascibility (670-71), in which he closely
resembles the "stage tyrant," like Creon in the Antigone. As the Messenger
concludes some hundred lines later, the chorus confirms this trait, feeling
"terror" at speaking freely (775-77):
tappo) nev evixeiv io\>c, Xoyovc, ekeMQipovq
npbq xbv fupavvov, aXk' bucoq eipfiaetai-
Ai6v\)ao(; iiaacov 0TL)5ev6(; Gecov ecp\).
I feel terror at speaking words in freedom to the ruler, but even so it shall
shall be spoken: Dionysus is inferior to none of the gods.
There is another irony here, for, "terror" or not, the Lydian Bacchants are in
open defiance of the king's authority as they proclaim the greatness of their
god. Just this defiance, in fact, is the last straw for Pentheus, who at once
explodes with indignation at this "insult from the Bacchants" and calls for
all-out mobilization of his armed forces (778-86)—virtually his last
expression of regal power before he falls under the spell of Dionysus (810-
46).
As commentators suggest, Pentheus' "terror for the city" in 1310
carries another level of meaning: It alludes to the good fear that is
necessary for civic order, such as that praised by the Erinyes in the trial at
the end of Aeschylus' Eumenides (517-30) and then endorsed by Athena
herself in the reconciliation that gives the dread goddesses a firm place in
her city (Ewm. 690-702):
'^ In contrast to Seaford 1996a: 47-50, and also on lines 1248-49, 1310, 1329-30 (p. 253), I
see nothing in this ending that contrasts the survival of Thebes as a whole with the destruction
of its royal family; in fact, Cadmus' final words rather suggest the continuing identification of
the sufferings of the royal family with those of Thebes in general (1377-78). On the implicit
responsibility of "the whole city of Thebes" for the destructive vengeance of Dionysus, see also
39^0, 50-52, 195-96, 1036, 1295. For further discussion, see C. P. Segal 1997a: 383-84,
with n. 61.
^° For the ambiguities of this phrase, see Winnington-Ingram 1948: 143; for a review of
recent discussion, see C. P. Segal 1997a: 384 n. 62; Ieran6 1999: on line 1310.
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In this place [the Areopagus] shall the awe
of the citizens and their inborn dread (Gz^aq daxcov cpopoc; xe fy)yye\fr[C,)
restrain
injustice, both day and night alike,
so long as the citizens themselves do not pervert the laws
by evil influxes. .
.
Neither anarchy nor tyranny shall the citizens defend and respect, if they
follow my counsel;
and they shall not cast out altogether from the city what is to be feared (x6
5eiv6v Tiav).
For who among mortals that fears nothing is just?
Such is the object of awe (oepa^) that you must justly dread (xapPotivTec
ev5{k(o<;),
and you shall have a bulwark of the land and a protector
of the city such as none of human kind possesses . . }^
Despite the enormous differences, there are similarities between the two
dramatic situations. In both cases the polis faces an awesome and
potentially dangerous divine force that demands its appropriate form of
recognition. But Athens, characteristically, is able to find a place for this
divine power and recognizes its unique contribution to the city (in this case,
the rightful "fear" and reverence), whereas Pentheus' Thebes vehemently
rejects this divine power and so experiences only a negative and destructive
form of its gifts.^^ The "fear" that Pentheus inspires in the city only reflects
ironically on his failures as a king. Far from solidifying and stabilizing the
civic order, it operates only within the narrow limits of his own household,
alienates the citizens, and works against the harmonious relation of divine
and human realms in which the healthy polis flourishes.
The sympathy that Cadmus' little speech arouses is cued to the
audience by the chorus' brief statement of compassion, to ^lev aov dXyGi,
Kd5ne ("I feel pain for your lot, Cadmus," 1327), one of the rare such
statements of pity from these barbarian women so fanatically devoted to
their god.'^^ Even here they immediately qualify that compassion.
Pentheus, they say, got his just deserts, even if it was "painful" for Cadmus
(d>.YeivT|v in 1328 echoing aXy5> in the previous line).
Having so powerfully portrayed Agave's suffering in the compositio
membrorum just preceding, Euripides continues to exploit its emotional
power, but now in relation to Dionysus rather than Cadmus. Her response
to Cadmus' speech in 1329, "O father, you see how much my (fortunes)
have turned about," refocuses our attention on her and, I suggest, is a
prelude to her accusations of the god in the second lacuna. In his reply to
2' Translation from Lloyd-Jones 1970a: 54-55. On the end of Bacch. and Bum., see C. P.
Segal 1997b: 67-68.
^^ On this characteristic contrast between the two cities, see Zeitlin 1990b and 1993.
^•^ On the chorus' lack of compassion in relation to normal choral attitudes in tragedy, see
Winnington-lngram 1948: 136, with n. 3; C. P. Segal 1997b: 68-71, 82-83.
286 Illinois Classical Studies 24-25 (1999-2000)
Agave's accusations, Dionysus (still in the lacuna) began with a prophecy
of her exile, for her exclamations to Cadmus at the end presuppose that she
has received this sentence of exile: "Alas, the decree is set, old man, our
wretched exile" (1350); "O my father, deprived of you, I shall go into exile"
(1363). That Dionysus directly addressed Agave is also supported by the
First Hypothesis, which states: "Dionysus, when he appeared, announced
some things to all, and then made clear to each [of the protagonists] what
will happen."
The tone of the god's prophecy to Agave may perhaps be gauged from
CP 1756, which probably comes from Dionysus' address to Agave: "You
who are so murderous must leave the city" (6ei ydp oe ttiv (povwaav
eK^iTceiv iioXw)?'^ Oovcoaav here, "eager for murder," "thirsting for
slaughter," is a strong word. Sophocles uses it in the Antigone (1 17) of the
spears of the attackers thirsting for the blood of the citizens. If this verse of
the CP does indeed come from the Bacchae, the participle cpovcoaav,
instead of one of tragedy's more common words for "polluted," is striking
and may suggest deliberate harshness on Dionysus' part in announcing his
sentence of exile. Dionysus not only evokes the pollution that necessitates
Agave's exile from Thebes—a pollution that he caused—but also cruelly
reminds her, in her present sorrow, of the horror of her past madness. For
such Olympian distance and indifference to human suffering we may
compare Artemis' punitive speech to Theseus at the end of the Hippolytus
(1283-1324).
IV
The play ends with women, female experience, and the "Bacchae" of the
title. Agave's last request is to go "where no memorial of the thyrsus is
dedicated; let these be a concern to other Bacchae" (1386 f.). If we press
the meaning of her penultimate line (m.ti0' 69i G-upaov |ivfi|i' dvaKeixai,
1386), an even deeper irony emerges that also reflects back on Cadmus'
eulogy of Pentheus. As Christine Kalke points out, ^ivfiiia in Euripides
always refers to a "memorial" for the dead, and specifically a tomb.^^
Furthermore, a "memorial of the thyrsus" is also a memorial of Pentheus,
who died in a phantasmagoric transmogrification into a thyrsus, first placed
by the god on the top of a tall pine tree that is shaken by ecstatic maenads in
the mountain, and then when his head replaces the bunch of ivy that Agave
puts at the end of her narthex, the fennel-rod that forms the shaft of her
^^
It is also possible to translate CP 1756 as, "You must leave the city that is so murderous,"
taking (povcboav with 7i6A,iv rather than with oe; and in favor of this translation is the fact that
jtoXic; in the Bacchae elsewhere has an article or modifier. The interpretation given in the text,
however, is attractive because it obviously intensifies the focus on Agave. In either case, the
force of Dionysus' (povcboav would be felt.
25 See Kalke 1985, esp. 420-21.
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thyrsus (1141-44).26 The chorus describes Pentheus as having received the
'Vell-thyrsused fennel-stalk" as the special token that admits him to Hades
(vapGrim xe Tciaxov "Ai8a / e^apev ei)0\)paov, 1 157-58).2'' When Agave
then enters carrying Pentheus' head (now in her arms and no longer on her
thyrsus), she describes it as a "newly cut tendril" (eA,iKa veoxo^ov, 1170),
that is, as the fresh ivy that might form the tip of a thyrsus. ^^
If 1386 is understood in this way, not only is Pentheus a failure as a
warrior, but his "tomb" is not the proper king's or warrior's "memorial" but
rather the thyrsus of maenads, the thyrsus that he had fantastically become
when he was torn apart by women as a wild, hunted beast on the mountains.
Far from being a civic monument to his kleos, therefore, this memorial
stands under the sign of his antagonist, Dionysus. Like every other part of
Pentheus' would-be martial identity, it is totally absorbed into the Dionysiac
world that he resisted. This mnema at the end of the play, then, undergoes
exactly the same Dionysiac transformation as the mnema of the god's other
mortal relative at the beginning, for Semele's tomb also becomes a sign of
Dionysus' divinity, smoking with the thunder and lightning of his celestial
origin and covered with the burgeoning clusters of the grape (6-12).^^
In this light too we can understand Dionysus' much-discussed allusion
to a hoplite battle in which he will lead the maenads against the whole of
"the city of the Thebans" (5 1-53). ^o In such a battle, Pentheus might indeed
have met a warrior's death and so earned a warrior's eulogy. But no such
battle occurs, precisely because Pentheus is never able to emerge as a
military leader. Despite his call to his armed forces (780-86), no troops
ever materialize; and Pentheus leaves the stage under the god's power,
thinking about putting on his armor (845-46; cf. 809), only to return in
maenad, not warrior, dress (915-17).^' When a battle of sorts does take
place, it is the maenads who have the ordered ranks of hoplites (693, 733;
cf. 723-24) and render completely ineffectual the metal weapons of the
country folk whom they immediately put to flight (759-64; cf. 798-99).
^^ Kalke 1985 passim. For another view of this scene as reflecting Dionysiac phallic
imagery and the Dionysiac pompe, see Csapo 1997: 282-87. The two interpretations are not
mutually exclusive. For other aspects of the "memorial" at the end, see C. P. Segal 1997a:
318-22.
^^ This is a controversial passage, much emended and still obelized by Diggle 1994a, despite
papyrus support for the text given here. The phrase tciotov "Av5a gives excellent sense:
nioTov is to be understood as a neuter accusative substantive, in apposition with "narthex,"
governing the genitive "Ai8a in the sense of "pledge of/for Hades," or else as an adjective
modifying "narthex" with the meaning "giving assurance of Hades"; see Seaford 1996a: ad loc.
The language is bold, but not out of keeping with the situation. Segal and Gibbons 2000: ad
loc. translate, "He carried the fennel-rod of Hades, / the thyrsos that is the warrant of his
death."
^^ On the multiple references of this phrase, see Winnington-Ingram 1948: 135 n. 1.
^^ For some interesting suggestions about the importance of Semele's tomb in the play's
spatial dynamics (inner and outer, communal and private, royal power and divine power), see
Wiles 1997: 172-74.
^° See Hamilton 1974.
^' On these reversals, see C. P. Segal 1997a: Ch. 6 passim, esp. 191 ff.
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Although we cannot be entirely sure of Euripides' antecedents in the
manner of Pentheus' death, especially the lost Pentheus of Aeschylus, vase-
painting attests a version of the myth in which Pentheus dies under arms, as
a warrior.^2 If such a version was familiar to the poet and his audience,
Cadmus' speech would be a closing reminder of how far the Pentheus of
this play stands from a military role.
Throw off your chains and be free, Dionysus tells his worshippers; but the
play then dramatizes the process of awakening to recognize the horrors that
this freedom has perpetrated. Each of the three main protagonists falls
under the spell of joyful Dionysiac ecstasy and then awakens from it to a
painful reality: Pentheus for the few moments that precede his agonizing
death; Agave with the horrifying physical remains of her actions, the head
and the bloody hands; and Cadmus in a mood of deep sadness. Cadmus
alone of the three mortal protagonists reflects on the meaning of the events
and raises the issue of divine justice. It is appropriate, therefore, for his
lament to form the mood of understanding, resignation, questioning, and
sorrow that moves the play toward closure.
The joyful liberation from old age that enlivens Cadmus and Teiresias
in their rejuvenation as eager celebrants of Dionysus in the first stage action
in the play changes back to the sad wisdom of old age at the end.^^ Cadmus
once more feels the full weight of his years and acknowledges his
impotence as an "old man" (1320, 1355). Still under the god's spell. Agave
reproaches her father for the "ill-tempered" mood and "scowling-eyed"
expression of old men (1251 f.). But old Cadmus' embittered mood is
justified by his clear view of the "unhappy truth" that he apostrophizes soon
after (1287). In his final farewell to Agave, feeling himself totally helpless
before the catastrophe that ruins his house, he describes himself as an
enfeebled hoary-headed swan, 7io^i6%pcov (1365); and we may contrast
Pentheus' threat early in the play that he would have imprisoned Teiresias
along with the maenads "if his white-haired old age didn't save him" (yiipaq
Tio^iov, 258). ^'^ Dionysus "does not distinguish between young and old,"
Teiresias says, when it comes to honoring him in the dance (206-07). Yet
the mortal condition does make such distinctions; and, as the god's ecstasy
^2 Kalke 1985: 421-22; Dodds 1960: xxxiii-xxxvi; also Carpenter 1997: 116-18; March
1989, esp. 39 ff., 50 ff. That Euripides was the first to make Agave the killer of Pentheus now
seems unlikely in the light of a vase in the Villa Giulia in Rome; see C. P. Segal 1997a: 386-
87, with the references there cited.
^^ Bacch. 170-214, esp. 187-90. For the rejuvenation of the old in Dionysiac and other
mystic rites, compare the old men in the Eleusinian Mysteries in Aristoph. Frogs 345-48.
''' With most recent editors, I accept Musgrave's emendation noXioxpcov in 1365 (Cadmus
referring to himself, in the accusative), in place of the nominative TioXioxpwq of the sole ms.
here, P. Whatever the multiple associations of the swan here, old age is certainly implied in the
adjective TtoXioxpox;.
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wears off, the survivors return to the full recognition of their vulnerability
and helplessness as mortals facing overwhelming divine power.
Euripides' recasting of Dionysiac myth and ritual into the literary form
of tragedy gives us not the ritual itself but a reflection on the ritual. This
transformation has several important consequences, of which four stand out.
(1) The epiphany that is central to the Dionysiac religious experience
appears at the end only in its dark face, as tragic anagnorisis?^ The display
of the god's power in epiphanic revelation marks the major stages of the
dramatic action, but at the end it coincides with a tragic "knowing" or
"understanding" of extreme suffering. This transformation of epiphany into
anagnorisis is marked by the often-noted accumulation of words for sight
and vision at the end.^^ The vision of "blessedness" or "happiness"
vouchsafed to the initiate (fxaKdpioq, 1242-43) is for Agave a sudden
vision and recognition of ruin. Whereas the chorus of Dionysus' Lydian
worshippers joyfully experience the vision of the "greatest light" of comfort
from the god in the Palace Miracle (co (pdoq \iiyiaxov r\iilv evxox)
PaKxevjiaToq, / ox; eaeiSov aa\ie\r\ ae, "O greatest light for us of the
Bacchic revelry that cries euhoi, how joyfully I looked upon you," 608-09),
Agave experiences a vision of the "greatest grief of her new sorrow (opco
jieyiaxov akyoc, f| TdX,aiv ' eyco, 1282).
The hallmark of tragic anagnorisis. Agave's "now I understand"
(1296), is simultaneously a kind of reverse epiphany, as she awakens from
the illusion (and delusion) of the initiate's "blessedness" (1242-43) to the
acknowledgment of the god as the "destroyer" of her life (1296): AiovDaoc;
fiiiaq oSA,ea', dpxi iiavOdvco. In like manner, Dionysus' epiphany takes
place in theatrical as well as religious terms, when he enters at the end no
longer disguised as the Lydian Stranger but as the deus ex machina. His
appearance is heralded by another statement of vision, but a vision of a
characteristically theatrical nature, involving tragic reversal or peripeteia
(1329): CO Tidtep, opaq y«P 't«^' oa(o \iexeaxpd(pr\ ("O father, you see by
how much my fortunes have turned about"). This overlapping of
recognition, reversal, and epiphanic deus ex machina would doubtless be
even more powerful if we had the actual entrance of Dionysus that occurred
in the lacuna after this verse.
For Cadmus too the god's revelation of his true power and legitimacy
in Thebes comes not as religious experience but as a reflection on the
destructive vengeance of the god and as a protest, futile though it is, against
his excessive cruelty and injustice: ^^
^^ For other aspects of anagnorisis in the play, see C. P. Segal 1997a: 277-78, 259-62,
314-18.
3^ See Winnington-Ingram 1948: 139^0, 164-65; C. P. Segal 1997a: 229-32, 236.
'^ Even Seaford, for whom Dionysus' revenge is a just and necessary step on Thebes'
progress to becoming a democratic polis (1996a: 50 f.), has to acknowledge a problem with the
god's cruelty at the end (1996a: on lines 1348-49): "In response to what may seem a
reasonable point (cf. 1249, and the pathos of Hipp. 120, HF 1345-46) D's [ = Dionysus']
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o'l'noi KttKcov |iev Ttpcoxa owv, eneix' eficov
IOC, 6 Qeoc, r\\ia.q evSiKcoq ^ev aXX' ayav
Bpojxioq ava^ dncbXea' oiKeioq yeywq. (1248-50)
Alas, first for your woes and then for my own! How the god. Lord
Bromios, bom as native to the house, has destroyed us, with justice but yet
too much.
ei 6' eaxiv oaxiq Sai^ovcov -bnepcppovei,
iq xovd' a.dpr\aaq Sdvaxov fiyeiaGco Qeoxx;. (1325-26)
But if there is anyone who scorns the gods, let him look on this man's
death here and believe in the gods.
Ai. 6\|/ ' enocGeG ' r\[iaq, oxe 5e xpfiv, oijk Ti5exe.
Ka. eyvcoKaiievxaiix'- dA,X.' ene^epxn ^iav. (1345-46)
Di. You knew me late; but when you should have (known), you did not
know.
Ca. Yes, we have come to know these things, but you come down upon
us too much.
Here, as in Agave's statements of 1296 and 1329, the religious language of
epiphany is imbedded in and superseded by the tragic language of
anagnorisis (ovj/' end0£Te . . . , eyvcoKaiiEV Ta\)Ta, 1345-46) and peripeteia
(ccTtcoXeae, 1250; Odvaxov, 1326).
(2) The ending completes the pattern of initiatory ritual in the play that
is evident particularly in the bright light of salvation that the maenads see in
the Palace Miracle and in the Stranger's dressing Pentheus as a maenad. ^^
But both Agave's and Pentheus' initiations are bitterly ironic. ^^ All the
hopes for the rebirth and renewal that initiation brings are dashed to the
ground, not only in Pentheus' horrible death as a pseudo-maenad but also in
the mood of dispersion and despair in the closing scene. The suffering
visited on the survivors here depicts a divinity who seems very far from
being a savior-god.
(3) The fate of the Theban royal house reenacts the typical pattern of
Dionysiac resistance myths, like those of Lycurgus, the Minyades, and the
Proetides. Thebes' future joy in its native-born god, celebrated in Pindar
and tragedy, is, of course, in the background; but in the play's tragic version
of the Dionysiac resistance-myth the emphasis is on the suffering of the
mortals rather than the triumph of the god. Cadmus' attempt to account for
Dionysus' vengeance, namely his wrath because he "had a name without
reference to Zeus has a note of irrational finality." Burnett 1998, who seeks to rehabilitate the
value of vengeance in Greek tragedy ("among the early Greeks vengeance was not a problem
but a solution," xvi), pays relatively little attention to divine vengeance and virtually no
attention to the Bacchae.
•'^ On Dionysiac initiation and Mysteries, see especially Seaford 1981 passim, 1994: 280-
301. 1996a: 39^M.
•" For the ironic inversions of initiatory patterns, see C. P. Segal 1997a: Ch. 6; Foley 1985:
208-18; Seaford 1996a: 42^3.
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honor in Thebes" (dyepaaTov excov 6vo|i' ev G-nPaiq, 1378), vaguely hints
at the god's future status as one of Thebes' principal divinities. '*° But it
states this future glory only in negative terms and from the perspective of
the victims. The god's prophecy of the future contrasts with the mortal
characters' recognition of their shattered past, now made concrete in the
enforced discontinuity of exile.
(4) The joyful, exuberant side of Dionysiac worship described in the
odes of the first half of the play—the participation in the vital energies of
nature and the mood of liberation and ecstasy in the thrilling rhythms of
Dionysiac song and dance—keeps retreating further into the background as
the play goes on. The finale leaves us with the shocked and reduced victims
cowering before a punitive and vengeful god. This ending, while it
magnifies Dionysus' power, also raises the underlying questions about his
nature implicit in these resistance myths, of which the Bacchae is our most
powerful extant example. Euripides' plays generally leave us with more
questions than answers about the gods, and the Bacchae is no exception.'*^
Harvard University
'*" With the majority of recent editors, I believe that Cadmus, and not Dionysus, spoke 1377-
78 (reading enaoxev forP's enaoxov in 1377). Line 1351 looks like Dionysus' exit line, and
his exit here would make the exodus similar to that of the Hippolytus, where Artemis'
departure at 1439 leaves the stage free for an emotional closing scene between the two mortal
victims. In addition, 1377-78, if spoken by Cadmus, would be in accordance with his attempt
to explain the severity of the god's vengeance at 1302-05. For recent discussion, see Seaford
1996a: ad loc.
''<' 1 wrote a first draft of this study during my tenure as Marta Sutton Weeks Senior Fellow
at the Stanford Humanities Center of Stanford University in 1997-1998, which I gratefully
acknowledge. 1 thank the editors of this volume and the discussants of a shorter version of this
paper at the Banff Conference for helpful comments.

Performance and Reception

Introduction
ERIC CSAPO
Although earUer scholars, notably T. B. L. Webster and his students, had
studied virtually all aspects of the field, "performance criticism" only gained
definition and widespread legitimacy as an approach to Greek drama in the
1970s. It was part of a general opening up of Classics in response at least as
much to the socio-economic realities of academic life as to the progress of
scholarship in the narrower sense. By the 1960s teachers of Classical
literature were earning their bread by guiding a few language students line
by line through even fewer canonized works. They were sustained by their
position at the core of the Liberal Arts ideal, which promised to make
students better people (or better citizens) by temporarily exposing them to
an unadulterated vision of Sophocles. But this argument seemed
increasingly empty, elitist, and self-indulgent in the administrative culture
of the 1970s, when nothing was sacred save the "bottom line." Academic
production was increasingly oriented towards numbers and a search for
social utility. Courses in Classics in Translation, and then Classical
Civilization, became the mainstay of a diminishing number of ind«pendent
Classics departments. Assailed by demands for accountability and self-
justification, younger scholars moved for security to more interdisciplinary
studies, especially towards the (more securely legitimated) social sciences.
At the same time the academy experienced major ideological shifts away
from the premium a previous generation, trained on an uneasy combination
of old philology and New Criticism, had placed on individuals, authors,
aesthetic sensibility, and creative genius, toward society, culture, rhetoric,
and social discourse. It is now consequently harder to find specialists in
Greek drama who refer to themselves as "literary critics," or as "having an
author," or who praise their students for "exhibiting a feel for poetry." At
the beginning of the twenty-first century we increasingly style our activity
"theatre history," "social history," or "cultural studies," and require of our
students a broad vision of the theatre as a complex institution in which
audiences, performers, and social structures each play at least as great a role
as the "libretto" and the "teacher of the chorus."
Despite its many (other) unquestionable merits, performance criticism's
allure probably owes much to the fact that it gave a younger generation of
scholars a platform from which to react against the text-and-author fetish of
their senior colleagues. If so, the reaction was both gradual and mild
compared to the rival approaches offered by what in the 1970s and 1980s
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was styled "literary theory." Oliver Taplin's now classic Stagecraft of
Aeschylus, published in 1977, allowed that interest in the staging of Greek
drama was "ancillary to literary criticism" and that the study of performance
might fairly be dismissed as "antiquarian" unless it contributed to
understanding the dramatic texts (4). But in the year 2000 an interest in
dramatic texts is more likely to be regarded as antiquarian unless it
contributes to our understanding of "performance," in some sense of this
(now hugely expansionist) word (on which, see further, below). In the
highly politicized climate of the 1980s, performance criticism owed most of
its appeal to its interdisciplinarity and to the alternative it provided to the
study of drama as mere text. Considerably less glamorous than the
"literary-theoretical" approaches of the day, periformance criticism generally
appealed to more cautious and empirically-minded innovators, but in one
way, at least, it was the more radical of the alternatives in its opposition to
the old philology. Poststructuralist theory undermined the old school's
textual fetish by expanding the meaning of "text" to include almost
everything, but the approach remained, paradoxically, "textual." Despite a
heavy reliance upon textual evidence, the performance approach insisted on
the importance of all the non-textual aspects of Greek theatre production,
and has contributed to and benefitted from advances in the archaeology,
iconography, and history of the theatre.
Performance criticism, then, was both enabled and defined by the socio-
economic climate of the late twentieth-century academy. On the one hand,
it took shape in a sometimes hazy opposition to textual criticism and
commentary. The problem of dealing with the centrality of "texts" in our
discipline, while trying to overcome their limitations, is very much a
recurrent preoccupation of many of the papers in this section. On the other
hand, performance criticism owes much of its apparent distinctness as an
approach to a sometimes vigorous rivalry with poststructuralist theory (esp.
Goldhill 1989; Wiles 1987; Taplin 1995). As a result, the opposition
between the so-called "literary-theoretical" approaches and "performance
criticism" are also part of the background to several of our papers. In my
view the papers in this section exhibit a growing tendency to break free of
the largely forced and increasingly meaningless division between
approaches. Like other recent scholarship, many defy the genre labels that
were popular or necessary in the previous decade, when critics might still
taint an argument by complaining of its heretically "mixed methodologies."
Of particular interest, in this respect, is the recent success in Classical
Studies of the largely sociological and anthropological concept of
"performance." Though many will feel that the concept of "performance" is
debilitatingly large when applied, as it sometimes is, to dress, gait, cuisine,
or the editorial activities of public scribes, there is an obvious sense in
which one has to agree with Rush Rehm (1992: 3-11) and Simon Goldhill
(1999) that Classical Athens, if any, was a "performance culture." It is most
obvious in the importance and centrality of theatre to Classical Athenian
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society, whether its drama is viewed as mass spectacle, social pageant,
religious ritual, prize competition, or cultural paradigm. In essence, a
cultural activity is "performance" when we view it as a communicative
"event" intended to have some effect. The effect may be, paradigmatically,
the renegotiation between performers and viewers of their collective and
individual relations. (In its most rigorous application, the "performance"
model tends to reduce all culture to a discourse of power, which seems to
leave a good deal out of the picture, but has also contributed a good deal to
our understanding of the social and political function of Greek theatre.) For
our purposes it is one of the more recent and better-dressed ways of
conceptualizing and analyzing the ideological function of theatre in ancient
Greece, but one which reconciles, or overcomes, the long-standing
opposition between the relatively new "theory-based" literary approaches
and performance studies (in the narrow sense of stagecraft and production).
The relationship between performance and text is very much at issue in
Herman Altena's paper. We noted above that even Taplin, the "father of
performance studies" in Classics, felt bound thirty years ago to assert the
"primacy of the text." Taplin believed that all significant action was
signalled by the playwright in the text of the play. David Wiles, on the
contrary, claimed that significant action was unlikely to be signalled in the
text because Greek playwrights would have thought it awkward and
redundant to describe in speech actions which were plainly visible to the
audience. Altena tests these claims in a painstaking empirical analysis of
explicit and implicit action in the performance of Euripides' Phoenissae.
Altena concludes that neither of these extreme positions is tenable. He
insists that the dominant context for the analysis of textual references to
stage action is the fictional world of the play, and comes a little closer to
Goldhill in expressing skepticism about the possibility of using the
traditional tools of performance criticism to determine the meaning of a
performance in its cultural or socio-political context.
The goals and limits of performance studies also exercise Christopher
Marshall when he takes up the controversy surrounding those passages in
Euripidean drama where the language of the texts may be read as a
reference to the world of the theatre as well as the world of the play. Are
these passages metatheatre, as many have assumed, in the sense of breaking
the dramatic illusion and offering the kind of theatrical self-reference and
self-subversion much loved by postmodernism? Taplin 1986 has denied the
existence of metatheatre in tragedy (though I note that he expresses some
uncertainty about the later Euripides). In an examination of textual
references to stagecraft techniques in Euripides' Electra, Marshall argues
against both positions: He maintains that the audience was keenly aware of
the theatrical meanings of the utterances but that, far from undermining the
fictional world of the drama, self-referential statements of this kind could
actually work to reinforce the dramatic illusion.
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Luigi Battezzato offers a still more complete coalescence of the
methods and interests of performance criticism and literary-theoretical
approaches in examining the ideological function of the use of Dorian
costume in tragedy. For fifteen years a dominant theme in scholarship on
Greek tragedy, inspired by poststructuralism and developed by New
Historicism, has been tragedy's role in Athenian self-definition. A major
weakness of these studies is a tendency to reduce the discursive strategies of
the dramatic texts to a rather crude "us and them" binarism, and to assume a
single, monolithic, and homogeneous Athenian ideology (which, frankly,
would give drama no more ideological function than the genital-display
rituals of primates, i.e. merely perpetuating a pre-existent group solidarity).
On the other hand, most discussions of tragic costume are simply
descriptive and pay little attention to the semiotics of its sometimes very
peculiar, in some ways Orientalizing, vestimentary codes. In examining
both the social and theatrical semiotics of costume Battezzato pays attention
to the rhetorical construction of the oppositions and the need for such
ideological work. He shows, namely, that this was no simple "us and them"
situation, but part of an effort to taint and coerce Athenian elites who tried
to distinguish themselves by adopting luxurious Eastern clothing or severe
Laconizing styles.
Rush Rehm sees an insidious transformation of "the priority of the text"
in the poststructuralist cultural "megatext" that "writes" culture, and is
available to the enlightened critic to "read." He reacts specifically to a
number of poststructuralist works of performance criticism which very
clearly exemplify what to unconverted eyes might sooner be called "the a-
priority of the text." These works characteristically impose upon the mute
space of the theatre a rather uniform plus-minus binary grid, pre-fiUed with
typical contents and univocal moral meanings of the sort that the hyper-
sophistication of current theory has banished from textual analysis. If not
for their radical mutual disagreement, we might be left with the
uncomfortable feeling that tragedy is a rather boring rite in which the same
thing is always said in precisely the same ways, if not for the relatively
insignificant contributions of character, language, and plot. Rehm restores
variety and interest to the use of tragic space in an undoctrinaire and
refreshingly empirical study of the setting, stagecraft, and language of
Euripides' Heracles, in which only fictional Thebans are clubbed and no
women are denigrated. This does not mean that spatial signification is
unconcerned with wider cultural issues, but it is not obsessed with
drumming home the culturally obvious (which is what poststructuralist
megatexts are supposed to be doing).
A new openness to non-literary evidence, combined with a significant
increase in the availability of such evidence, has greatly changed our
understanding of the staging and production of Greek drama since the now
classic works by Arthur Pickard-Cambridge (1946 and 1953, the latter
revised by Gould and Lewis in 1968). Indeed the new evidence has not
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been merely incremental, but has in some cases greatly altered the way we
approach old evidence, and it appears on all fronts, from new finds in
archaeology, iconography, and epigraphy.
With the excavation of several new fifth-century and early fourth-
century theatres, it is now possible to adopt a comparative approach to the
interpretation of the scanty remains of the fifth-century theatre at Athens.
Jean-Charles Moretti provides expert guidance through the muddle of
evidence and controversy surrounding the physical remains of the Athenian
theatre, towards a reconstruction of the Theatre of the Sanctuary of
Dionysus at the time of Euripides. Much, of course, will remain
controversial, but Moretti' s reconstruction is grounded in the best evidence
currently available, and concurs, for the most part, with the current general
consensus of specialists in the field. I will anticipate here only a few
important ways in which Moretti's reconstruction departs from the
relatively secure beliefs of earlier generations.
All known fifth-century and early fourth-century theatres in Attica
(Thorikos, Ikarion, Peiraeus, and possibly Trachones) and elsewhere in
Greece (Syracuse, Argos, Isthmia, and possibly Chaeronea) are built on a
rectilinear plan around rectangular or trapezoidal orchestras. This makes it
easier to accept evidence from the Athenian theatre which indicates that the
front rows of stone seats from the late fifth-century theatre joined to form a
straight line. The obvious but paradoxical conclusion is that our Classical
dramas were performed in a rectangular orchestra. This ought not to have
caused great surprise, since a rectilinear plan is extremely practical when
constructing banks of wooden seats. The bleachers were regularly erected
and dismantled by contractors known as "theatron-sellers," which added an
economic incentive to keeping its lines simple. Needless to say, rectangular
theatres hold fewer bodies than circular ones, so there was every motive for
the Athenian state to build a (perhaps the first) circular, stone theatre in the
time of Lycurgus (ca. 330 BC). But two centuries of scholarship have
endowed the putative largeness and roundness of the Classical theatre with a
great deal of symbolism (whether ritual, democratic, imperial, or
technological) and as recently as Peter Amott's Public and Performance in
the Greek Theatre (1989) and David Wiles' Tragedy in Athens (1997)
scholars have felt sufficiently sure of these attributes—largeness, openness,
and roundness—to let them serve as the point of departure and foundation
for their theories. It will be a hard habit to shake.
Excavations in the Sanctuary of Dionysus Eleuthereus have also led to
a Lycurgan redating of foundation walls previously associated with the
fifth-century skene. The fifth-century skene has left no trace, mainly
because, like the theatron, it was also of wood. Moreover, like the theatron,
it was a temporary construction, rebuilt, it would seem, for each festival
season. It makes no sense therefore to insist on the appearance of the fifth-
century Skene, and Moretti gives evidence of a notable fluidity of practice,
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which neatly disposes of such celebrated questions as whether the fifth-
century Skene used one, two, or three doors.
Iconography is another major source of evidence for theatre history but,
with the major exception of the Webster school and a few others, it was
largely ignored by the mainstream of scholarship on ancient theatre. The
last thirty years, however, have nearly doubled the number of known South
Italian vases depicting comedy, and with these increments came certain
proof that some if not all of these vases showed local reperformances of
Athenian comedy. These images have much information to offer about
dramatic costume and the appearance of the dramatic stage. (The South
Italian stages can no longer be supposed to have been utterly different from
the Athenian on the grounds that the former were merely temporary and the
latter permanent.) But, for the study of late fifth-century drama, the greatest
contribution of this recently rehabilitated corpus rests in the proof they offer
that Athenian drama was not limited to a single performance, according to
the standard received wisdom (still shared by some of the authors in this
section), but could expect reperformance, if not first performance, outside
Athens. At the Banff conference Oliver Taplin applied the lesson of this
breakthrough in the reception history of Attic comedy to the much larger
and earlier series of South Italian vases that show the influence of Attic, and
particularly Euripidean, tragedy. (Regrettably Taplin' s paper could not be
included in this volume.) The degree to which Athenian dramatists like
Euripides responded to this emerging international market will remain
controversial, but the new evidence offers an effective challenge to the
traditional Athenocentrism of studies in ancient drama, which has only been
exacerbated by the trend to read tragedy as promulgating a specifically
Athenian civic ideology. A number of recent studies (Taplin 1993 and
1999; Easterling 1994; Green 1994: 64-70; Dearden 1999) have opened up
the potentially very fruitful and almost entirely neglected study of the
dissemination of Athenian drama within the Classical period. Such studies
can offer not only direct evidence for costume and staging in a tradition
directly derived from Athens and in some cases nearly contemporary with
first productions, but also help rattle scholarship's confident prioritizing of
the Athenian audience and first productions, as if they were the only
relevant or even possible audience and production. But there can be little
doubt that tragedians in the last decades of the fifth century did respond to
the growing Panhellenic audience for their works. The removal of
Euripides and Agathon to Macedonia, the production there of Euripides'
Archelaus and possibly of the Bacchae, show just how important the non-
Athenian "market" had become (Csapo, Revermann).
The expansion of the, theatre industry, within and beyond Athens, in the
last decades of the fifth century is at issue in my own contribution. I try to
draw a link between the most and least material elements of theatrical
production, namely between its economic infrastructure and the reputedly
light and airy New Music. The expanding market for theatrical
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entertainments created a star-system in the auletic and acting professions
which rewarded showmanship, virtuosity, and innovation. Euripides was to
exploit the new professionahsm of musicians and actors; indeed a statistical
survey of characteristic elements of the New Music shows Euripides' active
involvement in the New Musical revolution from the late 420s, sufficiently
earlier than the usual date of 415, that it puts in doubt the standard portrait
of Euripidean New Music as cautious, conservative, and largely inspired by
Timotheus. Far from being secular and mannerist, Euripidean and other
New Music is characterized by Dionysian revival.
Perhaps it is in reconstructing the music of tragedy that we get the
fullest sense of the interplay between text and performance and indeed
between the aesthetic and the ideological dimension of the theatre
experience. Peter Wilson's study of two musical passages in Euripides so
perfectly marries questions of performance with interest in cultural politics
that it fitted equally well in this section and in the section on "Audience and
Community," where it was first presented at Banff. Wilson examines the
way the musical performance governs the mood and shapes the narrative in
Euripides' Heracles: At a number of critical points there is an almost
metatheatrical overlap between the musical performance and the musical
imagery of the text. But this is a very fine example of Marshall's point that
such ambivalence need have nothing to do with subversive irony, or baring
the device: In Heracles it would seem sooner to focus emotional
concentration on the scene by adding an element of the uncanny and by
bringing the world of the production into the inner circle of celebrants at the
perverted ritual at the centre of the play. Wilson's second passage is the
great debate in Euripides' Antiope between the lyre-playing Amphion and
Zethus, the man of action. Here he shows how the musical characterization
of Amphion forms a kind of metapoetic commentary on the politics of
music in Euripides' day.
The recognition that ancient plays may not have been unique events
but, by the later fifth century at least, might enjoy unlimited repetition in
different times and places, could be taken to legitimate, as it greatly
expands, the part that "cultural history" now plays in the study of dramatic
production. This is especially true for those interested in dramatic
performance from the fourth century BC onwards, when theatre was
unquestionably the most central cultural institution of the Greek-speaking
world, and when Euripides, arguably, played as great a role in shaping
Hellenistic mentality as did Homer in shaping the Archaic and Classical.
Martin Revermann contributes to our understanding of this process in his
focus upon the crucial role of Macedon. In particular Revermann makes
excellent use of a third-century BC inscription to show how Euripides'
drama was recontextualized to suit a new social and political environment.
Revermann takes us into the very heart of what (combining our interests in
production and reception) we might call the Panhellenic "reperformance
culture," in which the theatre and Euripides enjoyed their greatest success.
302 Illinois Classical Studies 24-25 ( 1 999-2000)
But just how Athenian drama acquired such importance for the larger Greek
(and non-Greek) world remains (despite small beginnings in the collection
and evaluation of the evidence) one of the most obscure and barely charted
processes in Greek cultural history. Progress in this very promising field, as
in other areas of ancient reception, is likely to require close attention to the
major themes pursued in our present collection of papers: particularly the
perfection of drama's mimetic and communicative techniques, the economic
growth of the theatre industry, and the adaptability of drama to manifold
and changing cultural and ideological functions.
University, of Toronto
18
Text and Performance:
On Significant Actions in Euripides' Phoenissae
HERMAN ALTENA
The raison cT etre of all fifth-century tragedies that have been transmitted to
the present day was a sole performance at Athens' major dramatic
competition during the festival of the Great Dionysia. ' In this performance,
the dramatist's text, enriched by his own musical compositions and
choreography, became part of a physical presentation by actors before a
large body of spectators.^ The playwright in person was the general artistic
director of this presentation. This situation of a single performance
supervised in all its artistic dimensions by the dramatist himself directly
affected the status of the drama text as script for the original production.
One obvious consequence was that the dramatist had no compelling reason
to add written stage directions to his main script.^ Still, the reader of any
Greek tragedy will encounter a substantial amount of more and less clear
references to stage action and onstage objects in the main text. Scholars
have tried to assess these in various ways. Leaving aside theories which
claim that dramatists inserted references to stage action in view of a reading
audience"* or of reperformances not directed by the dramatist in person,^
recent scholarship tries to relate them to the presentation of the play in the
theatre. Known as "performance criticism," this approach has produced a
great number of outstanding studies, initially mainly focusing on Greek
' For the various dramatic festivals, cf. Pickard-Cambridge 1988: 1-125.
2 Mainly Athenian male citizens (Pickaid-Cambridge 1988: 263-78; Goldhill 1997a) and
possibly a substantial number of metics (Sommerstein 1997).
^ For the absence of stage directions, cf. Taplin 1977b.
'* For a discussion and rejection of these theories, cf. van Erp Taalman Kip 1990: 3-21;
Taplin 1977a: 12-18. The theory falters because the existence of a substantial reading
audience is unlikely for most of the fifth century BC. Also the theory does not explain why
dramatists scattered these references over their plays, often presenting essential information
late in a play and forcing their readers to turn back and revise the visual image they had just
created in their minds.
^ This does not explain sufficiently why these references are often so incomplete, as will be
illustrated in the course of this paper. For reperformances in local Attic theatres, cf. Pickard-
Cambridge 1988: 42-56; Whitehead 1986: 215-22. Mastronarde 1990: 253 suggests that
dramatists by the last quarter of the fifth century kept references to the use of stage machinery
purposely vague in view of a possible reperformance in a smaller local theatre with limited
technical equipment.
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tragedy.^ They range from detailed reconstructions of the stage action of
single scenes to the analysis of larger patterns of visual meaning that the
performance of a tragedy as a whole brings out.'' The pioneer of ancient
Greek performance criticism is Oliver Taplin, whose invaluable studies
from the late 1970s^ were meant as "a contribution towards a 'grammar' of
the dramatic technique of the Greek tragedians."^ His aim was primarily "to
explore the relation in Greek tragedy between the play on paper and the
action on stage, and between the stage action and the drama as a whole."'^
In other words, he wished to investigate how the visual meaning embedded
in the words of a play contributes to the overall meaning of that play. •
'
The verbal references by dramatic figures '^ to visual actions and
objects on stage are the building blocks of Taplin's approach. The core of
his theory is that dramatists inserted these references as a necessary means
of foregrounding: to concentrate the audience's attention on those visual
actions they meant to be significant.'^ He further claims that the authors of
Greek tragedy marked all significant stage actions, i.e. "all the action
necessary for a viable and comprehensible production of a Greek
tragedy," '"^ in the words of their plays, and conversely that there was no
significant action that was not marked in the words. Taplin's application of
this approach to the transmitted tragedies of Aeschylus and, on a smaller
scale, to a selection of tragedies by Sophocles and Euripides has shown
convincingly that visual stage action embedded in the words of the dramatic
figures fundamentally affects the overall interpretation of the plays.
The importance of Taplin's theory has been widely acknowledged,'^
even by scholars such as Simon Goldhill and David Wiles who have
questioned its methodological premises. Taplin himself anticipated two
^ Cf. Slater 1993, in the introduction to a special issue of Drama devoted to performance-
based approaches to Greek comedy.
' The field is broad and to mention some is inevitably to do injustice to many others. In
general I have profited much from the works of Dale, Edmunds, Goldhill, Ley, Mastronarde,
Taplin and Rehm, and from general theoretical works on the (semiotics of) theatre: Elam,
Fischer-Lichte, Manfred Pfister.
* Taplin 1977a and 1978.
9 Taplin 1977a: 1.
"'Taplin 1977a: 2.
'
' "I reiterate that the real interest of such studies lies in their extension into interpretative
criticism" (Taplin 1977a: 6).
'^ Pfister 1988: 160-61 prefers the term "dramatic figures" to "persons" or "characters"
because it emphasises their fictionality. In this paper the term "dramatic figure" stands for all
people appearing on stage. It should be distinguished from the term "figure," which refers to
people that are mentioned but do not appear in the acting area.
'^ Such actions "become the object of concentrated attention and bear the visible burden of
the tragedy," Taplin 1977a: 26; compare Pfister 1988: 16, "The performative nature of dramatic
speech . . . ensures that the dramatic situation is constituted in the speech-act, and this then
sepds out a number of implicit signals to the audience that help to make the dramatic situation
more concrete."
'"Taplin 1978: 17.
'^ Witness only the many followers, e.g. Halleran 1985, on Euripides; Scale 1982, on
Sophocles; Frost 1988, on Menander.
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objections: "(i) How can we tell that the plays did not include all sorts of
stage business which are not indicated at all by the words? (ii) How can we
tell that when characters say they are doing something they are in fact
translating their words into stage action?"'^ Although he repeatedly admits
that in the end nothing can be proven, he provides a number of arguments
—
some in the form of new premises—that should take the edge off these
objections. The first is countered by the premise that "only if a play makes
indisputable nonsense without an imagined stage action should we be
willing to interpolate it."'^ Taplin claims that such places cannot be found,
although he does not deny that "sometimes there is room for uncertainty
over exact movements and over the timing of exits and entrances especially
of minor characters."'^ These actions, however, he did not consider
essential to the overall meaning structure,'^ Therefore, in his view, the
decision on whether and how to execute them is an arbitrary one. The
second objection involves the question whether the ancient Greek theatre
aimed at naturalistic or stylised representation. Taplin argues that the truth
lies somewhere in the middle.^^ As a rule of thumb he suggests that actions
that had to be carried out by actors ("active staging") were presented fairly
naturalistically, whereas the visualisation of all impersonal staging aspects
such as collapsing palaces^' ("passive staging") were more probably left to
the imagination of the spectators. ^^
Despite Taplin' s counter-arguments, these same objections figure
prominently in the critical positions taken by Goldhill and Wiles,^^ and the
first will figure again in the course of this paper. Goldhill acknowledges the
importance of Taplin's approach, provided that it explores "the conventions
and possibilities of staging to illumine the nature of theatrical representation
and its production of meaning" and that it does not descend "into critics
saying how they would direct plays, or the mere listing of entrances and
'^Taplin 1977a: 28.
'^ Taplin 1977a: 29. Such important actions would have to be performed either in dumb
show or accompanying text that is about something else, which according to Taplin is
practically not plausible.
'^ Taplin 1977a: 30. His own analyses contain hypothetical remarks about the execution of
such actions. In the chapter on actions and gestures, Taplin 1978: 58-77, 1 found at least ten
such hypothetical remarks, always accompanied by probability markers like "probably,"
"perhaps," "it may be," "it is likely," or "I am unable to account with confidence for" (66) and
"I would myself like to see" (73).
'^ Taplin 1977a: 30.
^"Taplin 1977a: 31-37. He argues that total naturalism is precluded by the many formal
techniques (e.g. the use of the mask and of machinery like the ekkyklema or the mechane).
Total stylisation is precluded by naturalistic acts like exits and entrances, or the differentiation
of masks and costumes according to sex, status, age (a possible differentiation of masks is
given by Marshall 1999).
^' The collapse of Pentheus' palace at Bacch. 585 ff. is a recurrent example in the discussion
between Taplin, Goldhill and Wiles.
^^ For "passive" and "active" staging, cf. Taplin 1977a: 38 and 1978: 18.
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exits.''^"* His major criticism concerns the methodology of performance
criticism,^^ and provides a necessary corrective to an overconfident reliance
on the written text as source for the reconstruction of stage action.
According to Goldhill the assumption that visual meaning is embedded in a
text and can be reconstructed is false. In the first place it involves circular
reasoning: From the various possible stagings of a textual reference the
performance critic tries to reconstruct the most plausible one by using the
original performance and the author's intention as his main tools.
Subsequently, he projects the meaning of the reconstructed visual image
back onto the text and uses it as an interpretative tool.^^ Secondly, the
possibility of reconstruction itself is severely obstructed by our ignorance of
ancient staging conventions. Our knowledge is mainly derived from the
dramatic scripts themselves and many basic issues are a matter of fierce
scholarly dispute.^'' Further, Taplin's theory ignores the practical
circumstance that each of the producers (author-director, as well as actors,
stage and costume designers, etc.) reads the text and contributes his own
interpretation to the visual images to be displayed in performance,^^ and that
each member of a theatre audience interprets the performance according to
his own personal frame of reference.^^ The reconstruction of stage action,
therefore, is meaningful only if we are able to relate visual action in the
dramatic world to the cultural, social and political codes that constitute the
spectators' world. ^° Thus, performance criticism cannot confine itself to a
syntax of dramatic technique but will also need a semantics. 3'
Both Taplin's and Goldhill's methodological positions are the target of
Wiles, who emphasises the autonomy of performance.^^ Wiles' criticism of
Taplin concerns his presupposition that all foregrounded visual action is
implicit in the text. Wiles' argument, that the text is only one of many sign
systems that constitute a theatre performance and that there is no logical
ground for postulating its primacy, is a necessary corrective to this
presupposition. The Greek tragedians directed their own plays and there
was no need for them to implicate all stage actions in the text. On the
2" Goldhill 1997b: 339.
25 Goldhill 1986a: 265-87 (esp. 276 ff.), 1989 and 1997b (which summarises his critical
points; Taplin's answer was published already two years earlier: Taplin 1995).
26 Goldhill 1986a: 282.
2' Different presuppositions about the spatial dynamics in the ancient theatre indeed lead to
very different reconstructions; compare Rehm 1988 and 1992: 123-32; Scully 1996; and Wiles
1997: 184-86, on Euripides' Supplices.
2^ Goldhill 1986a: 283-85. Taplin 1978: 2 showed full awareness of the problem: "The
written quotation of any spoken sentence is a very incomplete transcript of what was conveyed
by the utterance itself. . . It lacks context."
2' He illustrates the problem by presenting three different audience reactions to three
possible stagings of the palace miracle in Euripides' Bacchae (Goldhill 1986a: 280-81).
^° Goldhill 1990b and 1993: 1-3 connect the significance of Greek tragedy closely to the
socio-political context of its performance.
3' Goldhill 1993: 5-6.
^2 Wiles 1987 (contra Goldhill 1986a), 1993 and 1997 (contra Taplin).
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contrary, Wiles argues, "theatrical common-sense provides a very simple
law regarding the relationship of word and action: to show that which you
also narrate shows redundance"^^ and redundancy, he implies, was
something the Greek tragedians eschewed.^'* For him, a stage action is
significant if it is not marked in the words and helps to "fill the holes left by
the text."^^ Against Goldhill's argument that we are merely ignorant of the
ancient staging conventions. Wiles contends that we do know a great deal
and that theatrical codes can be reconstructed.^^
It should be noticed that the term "significance" is differently used by
the three protagonists. For both Taplin and Wiles it is linked to the use of
the theatrical sign system in a performance to foreground visual action, but
whereas Taplin connects foregrounding to the duplication of information,
Wiles connects it to the autonomous status of each sign system and the
absence of duplication. Goldhill links the term especially to the process of
meaning production: A scene (whether or not foregrounded in visual
display) can be significant in more than one way, depending on the
referential frames spectators (and readers) activate to interpret it—their
familiarity with a society's general and particular codes of (theatrical)
representation and with its current norms, values and beliefs.^^
The critical positions taken by these scholars contribute to what Niall
Slater has called the "set of fundamental principles for the framing of any
other questions about the plays."^^ This set, I believe, should be extended.
The central question in the debate on performance criticism remains, to
quote Goldhill, "how to move from a script to a performance," or "what a
^^ Wiles 1993: 181; cf. P. D. Amott 1962: 122, "a thing can either be described or shown,
and there is no need to do both."
''*
It will appear in the course of this paper that this claim cannot he maintained.
35 Wiles 1997: 15, referring to Ubersfeld 1982: 23. Wiles 1993 illustrates the practice of
filling interpretative gaps in the text of Aeschylus' Septem with information from visual action.
His reconstruction however is at times too speculative to be convincing. So is his recent
contextualising study of performance space and theatrical meaning. Wiles 1997. I only
mention his theory about the significance of tableaux at the end of strophes and antistrophes,
and about the "hidden symmetries which the choreography brings out" (1997: 100) in Bacch.
977 ff., Hec. 923 ff. and Ion 205 ff.; his reconstruction of the parodos of M, where he assumes
a split entry, one half of the chorus consisting of married and the other of unmarried women
(1997: 105 ff.); his assumptions about the relevance of the symbolic nature of east-west
oppositions; his idea about the relation of left and right entries to the right (emotion) and left
(cognition) hemispheres of the human brain—left entries are supposed to be stronger than right
entries—which is hardly tenable in a theatre with a semicircular auditorium.
3^ Wiles 1987: 138 (and compare Taplin 1995: 97 ff.). Wiles' suggestion that the palace-
miracle scene in Euripides' Bacchae should be discussed through comparison with the
collapsing palace in Heracles (1987: 144) is dismissed by Goldhill as an illustration of his
objection that our knowledge is often constituted by only one or two parallels, which hardly
allows us to distinguish between conventional codes and significant echoes (1993: 7).
'^ For a workable differentiation of theatrical codes, cf. Fischer-Lichte 1988: 22 ff. Wiles
1997 attempts to reconstruct current fifth-century (theatrical) codes and the meanings they
produced in the original performance (but cf. note 35).
3^ Slater 1993: 2.
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script can be said to represent."^^ And the central problem remains, to
quote Graham Ley, that "we are reliant on deduction from texts that were
not recorded with deduction in mind.'"*^ These questions, I will argue, can
be more profitably addressed by adding three perspectives that are not
prominently present in the current debate. In the first place, a clear
distinction should be made between the various communication systems in
which an ancient drama text functioned and still functions. Six
communication systems can be distinguished: (I) The text had a function in
the communication between the "theatre artists" (author-director, actors, set
and costume designer, etc.) as they prepared the original performance.
(II) It is part of the communication between dramatic figures within the
dramatic world. (Ill) It was part of the communication between the actors,
who represented that world, and their spectators during the first
performance. (IV) It functioned in the long history of reperformances and
critical readings. (V) It was and is used by modem readers who have access
to the Greek language: e.g. scholars investigating the ancient performance
or the later history of performances and critical readings, as well as
commentators and translators. (VI) It will be used by future performers
presenting the play to a future audience.'*' What a script can be said to
represent differs for each of these communication systems, as I will show in
the course of this paper.
The second perspective is that all verbal and visual signs in principle
are polyfunctional: Signs have the potential of conveying different types of
information at the same moment. All acoustic and visual signs that a
spectator receives during a theatre performance convey information about
the referent of the sign (content information), but also about the sender of
the sign (subject information) and the relations between the sender and the
other dramatic figures that are involved in the communication as addressee
or third person (intersubjective information). '*2 This polyfunctionality
determines the presentation of the dramatic world (II) in each performance,
but it falls outside Taplin's theory of significant action because it is not
explicitly marked in the words.
While these two perspectives offer a more refined framework for
exploring the relation between text and performance, the third concerns the
building blocks of Taplin's theory and breaks with the common practice of
focusing merely on the larger patterns of visual meaning or on the staging of
individual scenes within plays. It seems sensible to explore the problem of
"what a script can be said to represent" on the basis of a full survey of
3' Goldhill 1997b: 339.
""Ley 1994:42.
'" Taplin, Wiles and Goldhill are all part of the fifth communication system and try to
reconstruct aspects of the original performance (III), but Taplin's more generalising approach is
also intended to be relevant to later performances (IV and VI).
"•^ For this threefold reference, cf. Fischer-Lichte 1988: 33; Ffister 1988: 105-18.
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verbal references—within a single play—to stage action and their
distribution over the various sign systems that are operative in performance.
This paper presents the results of a line-by-line analysis of Euripides'
Phoenissae^^ and discusses the verbal references within the larger
framework of communication systems and the polyfunctionality of signs.
Information Units in Euripides' Phoenissae
The analysis follows a reading strategy that considers every word of the
written drama text as a potential unit of information'*'' about the theatrical
situation of which it is part. This reading strategy closely resembles the one
that was advanced by Lowell Edmunds several years ago.'*^ Edmunds
argued that a drama text is essentially characterised by its "stage
potentiality." By this he meant that "the whole written drama text is already
motivated by the physical conditions of performance.'"*^ The resulting
"spatial reading" strategy is used to identify the spatial in the verbal. It
focuses on the entire text as a potential action continuum, rather than
confining itself to individual actions and performance items. In this way,
spatial reading goes to the heart of performance criticism and, as we shall
see, provides a new perspective on the concept of significant action.
This reading of Phoenissae was essentially descriptive and
reconstructionist. The entire text of the play was split into information
units, often single words. Every unit was described in terms of the
information it provides explicitly or potentially about stage actions and
onstage objects. The term "stage action" is used in its broadest sense for
everything that dramatic figures do and say while they are on stage, while
the term "objects" includes everything that is visible or audible to them
and/or to the spectators. The reading was reconstructionist to the extent that
I recorded all references to those sign systems which, to our knowledge,
were operative in an ancient theatre performance: gesture and movement,'*''
linguistic and paralinguistic signs,"*^ music and sound, costume, hairstyle
and mask, props carried by the actors, props of the space, and decoration. I
have not included mime and light, which are part of the current taxonomy of
^^ The reading was based on the edition by Mastronarde (1994).
'*'* The term "information" is not restricted to "new information" but covers all signs that
intentionally and unintentionally are exchanged between senders and receivers in the various
theatrical communication systems. For other definitions of the term "information," cf. Elam
1980: 38 ff.
"5 Edmunds 1992 and 1996.
*^ Edmunds 1992: 235.
*^
"Gestures" are bodily motions that do not involve the feet and do not result in movement
to another place. "Movements" are bodily motions that involve the feet and/or involve
displacement.
^*
I use the term "paralinguistic" in a restricted sense, as defined in drama theory, not in the
wider sense that linguistic theorists currently assign to it, including speech accompanying
gestures.
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sign systems operative in the modem theatre.'*' In addition, I recorded all
references to actions, other than gestures and movements, to be performed
on stage,^^ and all references to the status^' of dramatic figures and to their
bodily stature. Finally, I noted all speech acts, following the discourse
analysis proposed by Keir Elam.^^ xhe entire record contains more than
6,200 units of information. ^^ A sample analysis of a short segment is
presented as an appendix to this paper.
Distribution of Information Units over Sign Systems
The results of my spatial reading of Phoenissae are displayed in Table 1.
Here, I record all information units that refer to the various sign systems.
From the total of more than 6,200 units, approximately 3,780 could be
related to one sign system, approximately 350 to two, and some 15 to three
or more. An information unit such as "old" can be related to hairstyle and
mask, a unit such as "marriage bed" to an (offstage) prop and to marital
status, and a unit such as "lament" to a physical act and to linguistic and
paralinguistic and possibly also to musical signs. Two main categories of
verbal references were distinguished: those to dramatic figures and objects
while they are on stage and those to (dramatic) figures and objects while
they are in the offstage area. It appeared that references to the offstage area
exceed those to onstage dramatic figures and objects. The reason for this is
doubtless that narrated events have to be described in more detail than
visually displayed actions.^"*
The number of references to dramatic figures while they are off stage is
noticeable. The amount is especially due to the many references to
Oedipus, who is inside the palace for most of the play, and to the two long
messenger speeches that describe the offstage duel between Eteocles and
Polynices, and its consequences: the offstage suicide of Jocasta. Verbal
references to dramatic figures in the offstage area are important since they
may anticipate or recall their visual appearance on stage. Thus, Antigone's
description of Polynices' outward appearance in the prologue (168-69)
*' This taxonomy of sign systems was developed by Tadeusz Kowzan in the 1970s and
extended by Erika Fischer-Lichte in the 1980s. Mime refers to facial mime, which in the
ancient theatre was precluded by the use of masks. Light as a manageable sign system was
nonexistent in the fifth-century theatre also (the keraunoskopeion dated from a later period; cf.
Pickard-Cambridge 1946: 235-36).
^° These are recorded under "act," and involve all kinds of actions like eating, giving birth,
marrying, killing, serving, etc.
^' This is a broad category including references to social status, family relations, emotional
state, etc.
" Elam 1980.
^' Although I have taken great care to be as consistent as possible in attributing information
units to sign systems, it should always be remembered that the numbers given here are the
result of personal interpretation.
54 Cf. Walcot 1976: 32 f.; Bremer 1976; de Jong 1991: 1 17-78.
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or future. The great majority of these is self-evident in performance, which
underpins Taplin's theory of foregrounding (and contradicts Wiles'
redundancy theory). Similarly, some forty explicit references to
paralinguistic signs like shouting, lamenting or threatening by onstage
dramatic figures concern self-evident acts in performance. Many explicit
references to the body of onstage dramatic figures equally refer to self-
evident features like the physical weakness of the old.^^ Others, however,
define what is not self-evident, e.g. what happens inside the body.^^ Here,
interestingly enough, the theories of Taplin and Wiles meet, because these
verbal references both mark significant actions and are not redundant. The
same can be seen in the great number of explicit references to onstage
acts,^^ to perception (what dramatic figures see, hear, notice) and to mask.
Here, the verbal and visual sign systems are complementary and verbal
information is indispensable and thus significant.
Taplin's theory is further underpinned by the vast number of speech
acts assembled in Table 2. Speech acts are by nature explicitly marked in
the text and part of the onstage action. The large number of exclamations
and particles ("expressives") directly relate to the actors' performance, and
many of the recorded questions involve onstage actions. Invocations, orders
and prayers^ • ("directives") directly affect onstage gestures, acts and
movements of the actors, and where dramatic figures explicitly commit
themselves ("commissives") to specific actions, the actors will have acted
accordingly. The polyfunctionality of signs is prominent here: Directives
and questions, and the reactions they produce, are strong markers of
intersubjective relations, whereas commissives and expressives provide
information about the intention and mood of the speaker.
Many speech acts entail that a stage action is required, but often,
contrary to what Taplin's theory implies, they fail to inform about the
follow-up. Consider the following example. In the first episode, Jocasta
tries to reconcile her two quarrelling sons, Eteocles and Polynices, and
commands them to look into each other's eyes (454-59). The text does not
make it clear whether they do so, and if they do, whether they do so
reluctantly or willingly. These actions cannot be ignored by actors, and any
decision they take (I, IV, VI) directly affects the characterisation of the
brothers (subject information) and the relation between them and their
mother (intersubjective information) within the dramatic world (II). As a
consequence, it also affects the interpretation of the spectators (III, IV, VI) of
5* Cf. 302-03 (the old Jocasta); 834. 837, 843^M (the blind and exhausted Tiresias); 1541-
45, 1616, 1722 (the blind and weak Oedipus).
^^ Cf. 1284 ff. Chorus: Tpo|iepav (ppiKoi Tpopepav (ppev' exco- 5id adpKa 5' enotv 'iXeoq
eXtoc, e^oXe.
^° Like doing someone a favour (446), pursuing ambition (531-32), honouring (550),
brutalising (620), etc. Fifty units refer to such present onstage actions, and only fourteen of
these are self-evident.
^' Recorded under "Other Directives."
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the entire scene. For us, present-day scholars (V) who try to reconstruct the
ancient performance (III), the text only contains an explicit reference to the
desirability of an action, but is silent on its execution. ^^ This confirms the
validity of Wiles' emphasis on the autonomy of sign systems.
Potential References
A considerable number of information units (220) do not explicitly refer to
onstage dramatic figures and objects, but have the potential to do so. For
example, when Eteocles and Polynices in the great agon refer to the royal
power over Thebes, they use the word OKfiTttpa.^^ Although the plural
refers to "royal power" in general, it has the potential to be connected with
onstage visualisation. If a director decides that Eteocles actually should
carry a sceptre, the prop gives extra meaning to the reference. The visual
image thus created would show Eteocles carrying the sceptre against
Polynices carrying a sword—Polynices explicitly refers to a sword during
his entrance scene (267-68). The decision about this, however, is optional
and not compulsory as in the case of explicit commands. This category of
potential references falls outside Taplin's theory of significant action. That
seems not entirely justified given relatively high numbers for the sign
systems gesture, costume, hairstyle and mask. The high number for
gestures can be explained by the many references without deictic markers to
onstage and offstage places. Many information units that refer to gender
and age can be taken as potential indications for costume, hairstyle and
mask. Also references to status, like "foreign" or "slave," have this
potential. In some cases these are the only references available and
therefore they deserve a place in Taplin's theory. Thus the costume of the
Phoenician women that constitute the chorus is characterised by potential
references like "slave," "beautiful offerings/persons," "like images made of
gold," "maiden," "service," "foreign women. "^'' This costume is not
explicitly described in the words, but it is significant for the onstage action
because it enables Polynices to recognise the women as foreigners (11).^^ In
the sign system "decoration," many potential references concern the royal
house. Whenever this is mentioned, it is possible that the speaker refers to
the actual skene building by means of gestures.^^ Especially in the
°^ For this type of relationship between speech and action, cf. Mastronarde 1979.
^^P/ioen.514,591,601.
^* Cf. 205 5oiL)A.a, 215 KaXXioTETJuata, 220 loa . . . dydXnaai xpvJooxeiJKTOK;, 224
TiapBeviov, 225 A-axpeiaK;, 278 ^evai yuvaiKcc;.
^' Cf. 278-79 ^evai yuvaiKEc; . . . ek noiaq Ttdtpaq / 'EXXtivikoToi Sconaoiv neXd^exe;
Also Menoeceus' costume is mainly characterised by references to his youth: TiwXoq (947) and
xeicvQv (Tiresias 841 and Creon 846, 970). The costume of the Old Servant is potentially
characterised by SouXcov (94), those of the messengers by their status.
^
"Gesture" can be a pointing finger, but also a slight turning of the head or a masked gaze.
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prologue, where Jocasta repeatedly mentions a house,^^ the suspense of the
whole scene depends on whether the actor makes it immediately clear that
the skene building represents the palace where Oedipus lives or keeps this
information silent.^^ If the actor makes it immediately clear, the decoration
is loaded with suspense from the very beginning, and suspense is raised
every time a dramatic figure refers to Oedipus^^ until he finally appears.^^
For the dramatic figures within the dramatic world (II) it makes no
difference whether or not Jocasta explicitly refers to the palace each time
she mentions the word "house," since they know that Oedipus is inside. For
the spectators (III, IV, VI), however, it does make a difference.
Distribution over Sign Systems
When we examine the distribution of information units over the various
theatrical sign systems, it is striking how unevenly both explicit and
potential references are distributed. Taplin's rule of thumb that an action is
only significant if it is indicated in the words would entail that in the
original production of Phoenissae status, movements, acts and language
were the most significant sign systems, whereas sound, music, costume,
props and hairstyle were more or less arbitrary. This conclusion runs
counter to the experience of any spectator that in performance these
"arbitrary" sign systems are basic interpretative tools. Thus it seems to
underpin Wiles' proposition that the use of other theatrical sign systems was
not subjected to the primacy of the text. However, we do find a substantial
number of verbal references to onstage movements and acts, and to hairstyle
and costume, that are visually self-evident. Wiles' theory of redundancy
does not explain why Euripides sometimes chose to have his dramatic
figures refer to self-evident visual actions, whereas Taplin's theory of
significant action does not explain why in other cases he preferred to block
the stage action only during rehearsal. It appears that both premises cannot
claim absolute validity, and I suggest that the answer to this question should
be sought in the polyfunctionality of verbal signs within the dramatic world
(II). Polynices' verbal reference to Jocasta' s short hair and black garments
(371-73) is not inserted merely to concentrate the audience's attention on a
significant visual image (III, IV, VI), nor is Jocasta' s earlier verbal reference
to her outward appearance (322-26). These information units are meant to
convey subject and intersubjective information within the dramatic world
^' Lines 14, 16, 20, 64 (KA.fii6poi(;) and 66 ev o'i'kok; contain potential references; 68 6(0|ia
. . . ToSe is explicit.
^* Even when Jocasta refers to Oedipus and informs the spectators that he "lives indoors"
(66), the actor is not obliged to indicate whether this is onstage or offstage.
^^ 72 out of the 274 units spoken by Jocasta in the prologue after her first reference to a
house (line 14) refer to Oedipus.
^^ 248 units (including the 72 from the prologue by Jocasta) refer to Oedipus, before he
appears in 1539. Note the suspense-raising direct addresses in lines 611, 1425, 153(i-36.
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(II). By referring to her lamentable state Jocasta tries to win the sympathy
of her son as much as Polynices by the same reference tries to win his
mother over to his side before the confrontation with Eteocles. That these
references are significant for us modem scholars (V) because they enable us
to reconstruct part—Jocasta' s foregrounded outward appearance—of the
visual image of the performance (III, IV, VI), is an unintended but welcome
side effect. The few verbal references to onstage music (only six, except for
the formal metrical markers), all referring to self-evident singing,"" and
those to props should be examined in terms of their function within the
dramatic worid, and so should the repetitive references to the family status
of the dramatic figures in this play. From the almost 500 units that
explicitly refer to status, almost 400 refer to the present status of dramatic
figures. Part of these are related to being an exile, king, slave, maiden,
happy, unhappy, alive or dead, but the vast majority provide information
about family relations ("father," "mother," "son," "brother," "daughter").
For the identification of the dramatic figures, these recurrent references are
redundant, but within the dramatic worid (II) they are highly significant
because in this play, where family relations are under such great pressure,
their continuous affirmation deepens the family crisis. All these references
have the potential to convey subject and intersubjective information, and it
depends on the colouring of the words by the actors during the performance
(III, IV, VI) how family relations in this play (II) are characterised.
Distribution of Information within Sign Systems
The spatial reading of Phoenissae not only shows that the information units
are unevenly distributed over the various sign systems; in some cases
information units pertaining to a particular sign system are unevenly spread
over the dramatic figures. It is here that Taplin's assumption that all
significant actions are marked in the words is further challenged. Surveying
the references to costume, for example, it appears that not all the dramatic
figures' costumes are explicitly described. If, according to Taplin's rule of
thumb, only explicit references indicate significance, then only the costumes
of Jocasta and Antigone are significant.^^ Antigone describes her own
costume when she returns with the dead bodies of her mother and
brothers.''^ The costumes of none of the other dramatic figures are explicitly
'' E.g. 1309 (recitative metre) the chorus calls the song it just finished "the present dirge"
(Touq Jtapeoxcbxaq yooi^<;)- T^his explicit reference can hardly be taken as a necessary marker
of significant action, since the song itself contains numerous markers to identify it as a dirge:
exclamations like aiai aiai, (peu 8a (pev 5a (1284, 1296), ico (3x 1289-90), references to
future lament laxrioo) (1295), Gpiivfiao) (1303) and present grief idXaiv' iyu) xdXaiva (1293),
TdA.ave(;(l299).
'^ On Jocasta' s costume, cf. above, pp. 315-16.
^^ Her face is unveiled (1485), her head uncovered (1490) and her rich saffron garment
undone (1491). This implies that at her first (103) and second (1270) appearance her face was
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described. Does this mean that they are insignificant? A potential reference
to Polynices' costume may point to an answer. The reference is given by
Antigone during the teichoskopia, where she describes the outward
appearance of Polynices while he is off stage: She mentions his golden
onXa glittering in the rays of the sun (168-69). This is a reference to his
weapons, his armour, or—most probably—to both.^'* If Polynices' armour
is meant here, we would like to know whether he is wearing it when he
enters the city.^^ Although this may not be essential for—to quote Taplin
—
"a viable and comprehensible production," theatre artists are faced with a
significant choice, which determines the impact of the entire subsequent
scene. If the artists decide to present Polynices as a warrior, then this
emphasises the contrast with his mother, who is dressed in her black
mourning garments. It also stresses his claim to the sceptre and his
willingness to fight for it. Thus, the visual image intensifies the agon
between him and Eteocles. If, on the other hand, the artists choose to
present him without armour, the visual relationship between these dramatic
figures will be significantly different. The effect, of course, also depends on
Eteocles' costume. Is he wearing a royal garment that emphasises the royal
status he would never yield to another (505-08)? This would certainly
point up the contrast between him, his brother and his mother, but the text
tells us nothing.
These examples illustrate a problem that typically confronts the modem
reader who uses the transmitted text to reconstruct significant action in the
ancient performance (V). For the ancient performers themselves, the
problem did not exist, because the author would have explained his ideas
during the rehearsal period (I). For the dramatic figures within the dramatic
world (II), as indicated above,^^ the explicit references to costumes are
significant as a function within the dramatic context. For the spectators (III,
IV, VI), however, both the costumes which are explicitly described and
those which are verbally unmarked are significant for the impact of the
whole scene.
My second example concerns an ambiguous reference by Polynices to
weeping. Weeping, of course, is not a sign of the mask and can only be
veiled, her head covered and that she wore a luxurious saffron garment. Besides these few
explicit references there is a number of implicit indications connected with references to status
or age. Antigone is addressed by the Old Servant as dvdoarii (95) and as xejcvov (139, 193)
and iiaT(154).
'** Compare
in similar terms.
'^ Immediately before his entrance, the chorus refers to him as evonXoq (259), but that is not
in an entrance announcement and the reference is likely to concern his armed forces rather than
his own armour. Cf. Mastronarde 1994: ad loc. Craik 1988 translates the word as "in armour."
The reference of the chorus to their ignorance of Polynices' identity (ootk; civ, 286) is not
comparable to his reference to their identity as ^evai yuvaiKeq. Even if he was dressed as a
Theban he would still be a stranger to them.
'^ See pp. 315-16.
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expressed by complementary paralinguistic or gestural means, or by explicit
verbal referenced'' Creon, for example, explicitly refers to his tears when
he enters the acting area after Menoeceus' death (1311), and Antigone refers
to her tears in the monody that accompanies her entrance with the corpses of
her mother and brothers (1500). However, Polynices' reference to tears is a
special case, which again demonstrates that significance is experienced
differently in different communication systems. In his first address to his
mother (361-68), Polynices recounts his entrance scene (261 ff.). This
scene had been witnessed only by the spectators and
—
possibly—by the
chorus. It is interesting to compare his account with the description of his
real entrance, in particular his explicit mention (366-68) that he shed many
tears when, after his long exile, he again saw the palace, the altars of the
gods, the gymnasia and the water of the river Dirce. It is striking that the
text of his entrance scene (261-77) does not contain a single cue to his tears.
Polynices refers to his alertness and distrust (265-68), and says he is
terrified by each sound he hears or thinks he hears (269). He says that he
both trusts and distrusts his mother (272), and he is clearly relieved when he
sees the palace altars and realises that the palace is not deserted (274-75).
He immediately sheathes his sword (276) and addresses the chorus (277).
Nor is there any explicit reference to his tears during the verbal exchange
between him and the chorus up until Jocasta's arrival. This raises the
question of whether Polynices' reference is significant because it recalls his
actual crying, or is significant because it contradicts his actual not-crying.
Since he is here to make the most of the situation, one obvious tactic would
be to win his mother over to his side before the confrontation with Eteocles.
Given her emotional reaction to his arrival, and her references to how
fervently she and the city have longed for him (320-21), together with the
signs provided by her costume and hairstyle (322-26), which underline her
grief, it cannot be ruled out that Polynices is exploiting the situation for his
own purposes. Now I do not want to suggest the kind of "extra unsignalled
stage business"^^ to which Taplin rightly objects, but it does seem that the
possibility that Polynices is insincere is clearly signalled. His account
cleverly combines truth with a half-truth and a lie, accompanied by
emotional appeals. Polynices tells the truth about his cautious entry and his
fear (361-64), but he omits (364-66) the distrust he expressed towards his
mother (272), while adding the many tears he shed on his arrival (366) as an
extra means of winning his mother over.''^ The mention of his own grief is
immediately followed by an emotional reference to Jocasta's state of
mourning (371 f.), which serves to underscore their shared emotions.
Finally, he exploits her long description of Oedipus' grief (330) in support
^ I recorded these as potential references to masks.
^* Taplin 1978: 17.
^' Note the clever reversal of the order of arrival, connecting his tears with the palace rather
than with Dirce, the first place where he was reunited with his fatherland (367-68).
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of his own case (376), and brings in his sisters as well (376-78): "They
surely lament me." However, he neatly avoids the delicate issue of his
foreign marriage, about which Jocasta had so explicitly and in extenso
shown her sorrow (337 ff.).
For modem readers (V) the transmitted text does not resolve the issue
of Polynices' tears. However, Euripides himself no doubt had a clear
conception of this question, which he would have explained during
rehearsals (I). For the development of the events within the dramatic world
(n) the issue has no great significance. The truth of Polynices' words
cannot be verified and Jocasta has no reason to doubt his sincerity.
However, for the experience of the spectators (III), the issue is highly
significant. Through the choices the performers make, Polynices is
characterised from the outset as either a schemer or the sensitive son who
sincerely cried on his return to his homeland. Each image significantly
determines the staging and impact of the entire following scene.
Another category of significant actions that are not marked in the words
concerns the reaction of dramatic figures to situations that directly affect
their own interests or mood. It will suffice to mention such examples as the
lack of explicit information about Jocasta' s mood in the prologue, or about
her reactions during the agon between Polynices and Eteocles. There is not
one indication of Menoeceus' reaction to Tiresias' prophecy that demands
his own death (912-13). Jocasta' s reaction to the news of Menoeceus'
death, which comes completely unexpected (1090 f.), is not described.
Creon's reactions during the messenger report that describes the duel
between the brothers (1356 ff.) are not explicit, nor is his reaction to
Antigone's appearance with the corpses of her brothers and of his own sister
(1480 ff.). The same holds for Creon's reaction to the appearance of
Oedipus (1539 ff.) after his long confinement in the palace. How does
Creon react during the scene in which Oedipus touches the faces of his dead
mother and wife (Creon's sister), and of his sons (1693 ff.)? And what
about the reactions of the chorus in all these scenes? Are we to believe that
the dramatic figures remained utterly unaffected, because there is no verbal
reference that defines their reaction—although at other moments they
express deep emotional concern? I think not, and the lack of such
references reconfirms that Taplin's theory should be modified.
Conclusion
The three perspectives chosen for the analysis of stage action in Euripides'
Phoenissae show that Taplin's theory of significant action, although it is
vital for the analysis of larger patterns of visual meaning and on a very basic
level for the continuous blocking of relations between dramatic figures,
cannot claim absolute validity. Too many significant visual stage actions
are not reflected or just partly reflected in the words to justify such a claim.
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nor is so significant a feature as the polyfunctionality of signs in
performance reflected in the text. Although the same analysis confirms that
Wiles' emphasis on the autonomy of signs is fully justified, it also shows
that his ideas on redundancy are not tenable. Many examples given in this
paper suggest that verbal references to stage action should be analysed first
in terms of their polyfunctional quality within the dramatic world (II): What
does it mean for dramatic figures to refer to certain visual actions? The
circumstance that many verbal references provide present-day scholars (V)
with indications for the reconstruction of (parts of) the original performance
is a pleasurable side effect. What a play in performance means in the
cultural or socio-political context of the spectators (III) is a different
question that involves a more extensive set of investigative tools than
performance criticism presently offers. The scepticism that Goldhill
formulated as an observer of performance criticism remains a sensible
corrective to overconfident expectations of its potency. ^°
University ofAmsterdam
^° The subject of this paper is part of a larger investigation, in progress, into the function of
choruses in ancient theatrical communication (Altena, forthcoming). Research for that study
was made possible by a fellowship from the University of Amsterdam. I owe many thanks to
Martin Cropp, Eric Csapo and Maria van Erp Taalman Kip for their helpful comments on an
earlier draft of this paper.
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Appendix
Sample Segment: Euripides' Phoenissae 690-96
Note the following explanations for the table that appears on the next two
pages: Speaker. Ete: Eteocles. Speech Type. Speech; Recitative; Song.
Speech Act. Directive; Expressive; Question; Commissive. Time, temporal
location of the action or state referred to; pr: present; pf: present-near
future; fu: future. Person. Kre: Creon; P: non-dramatic figure; Ete:
Eteocles; lok: Jocasta; 1, 2, 3: first, second, third person reference; +:
onstage. Sign. PTNTL: potential reference; EXPLI: explicit reference.
Dram. Fig. Present, reference to onstage dramatic figure. Dram. Fig.
Reported, reference to offstage dramatic figure. Space. ITON: on stage;
ITIN: inside stage building; ITEX: outside theatrical space. Mood/Mind.
reference to emotional and/or mental state; boulomaeic: indicating wish or
desire (cf. Elam 1980: 189).
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Theatrical Reference in Euripides' Electra
C. W. MARSHALL
This paper is about stagecraft and the nature of dramatic illusion in
Euripidean tragedy.^ Stagecraft concerns the practical aspects of
performing a play before an audience; the nature of dramatic illusion
concerns the relationship that the playwright, director, and actors establish
with their audience. When a play is performed, stagecraft inevitably affects
this relationship. Consequently, explicit reference in the script of a play to
its theatricality impinges on both of these categories. Theatrical reference
threatens to disturb the creation and maintenance of "tragic effect"
(whatever we imagine this to mean) by introducing the here-and-now of the
theatre into the then-and-there of the dramatic world depicted. Following
some initial examples and a theoretical overview (section I), this paper
explores three different types of theatrical reference (sections II, III, and
IV). In each case, the playwright calls the audience's attention to the reality
of the staged performance, which serves to reinforce the dramatic world
created on stage (section V). The supposed polarity that separates what is
theatrical from what is dramatic assumes that an audience's intellectual
appreciation of an actor's craft is incommensurate with an emotional
appreciation of the character's situation. On the contrary, I believe both
levels of awareness are maintained simultaneously by individual audience
members, as can be seen in this initial example.
I
At the beginning of the third episode of Euripides' Electra,'^ Electra awaits
news of her brother's attempt to murder Aegisthus. Unidentifiable cries
from offstage have been heard (752-56), but Electra nevertheless fears
I would like to offer my thanks to Martin Cropp, Eric Csapo, and the other readers for their
encouragement and helpful scholarly and editorial advice in improving this paper, and to the
patient and understanding Hallie Rebecca Marshall. Initial work on sections I and III was done
at the Center for Hellenic Studies in Washington, DC, as part of the 1995 Summer Scholars
program.
^ Except where noted, the text is that of Diggle 1981. Commentaries and translations that
have been consulted are Denniston 1939; Cropp 1988; Basta Donzelli 1978; and Kovacs
1998a.
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Orestes has failed. The reason she provides to the chorus is completely
reasonable within the context of the play, but, problematically, it
acknowledges the theatrical reality of her situation: She asks, at line 759,
Kov yap ayyeXoi; "For where are the messengers?" (transl. Kovacs) whose
appearance would signify victory. It is difficult not to see in Electra's
question an explicit recognition of the theatrical convention of the
messenger speech, which makes the question "metatheatrical" and
apparently conscious of its theatrical context. As it turns out, a messenger
appears, in a speak-of-the-devil entry, ^ and begins speaking at line 761. For
some reason, Euripides chooses to have Electra call attention to a theatrical
convention immediately before it is used. The line need not, however,
represent a rupture in the natural flow of the dramatic world. For example,
Electra may simply be using an everyday'* theatrical metaphor in her speech,
which gains an added nuance only because it happens to be spoken during a
play.
While line 759 is perhaps the most infamous acknowledgement of
theatrical convention in the play, and perhaps even in extant Euripides, it is
not unique. For example, Electra's initial kommos is brought to an end as
she returns to spoken iambics because she sees Orestes and Pylades; she
tells the chorus, o'lVoi- yuvaiKeq, e^epriv OpTivri^idxcov, "Alas, I leave my
lamentations, women" (215; transl. Cropp). This recognition that she has
been singing a threnos lets the audience know that such musical behaviour
had been appropriate within the dramatic world represented—that the
formal, structural components of fifth-century tragedy are not obstacles of
which the audience must feign ignorance during performance. In some
ways, this example is less overt than it might at first seem, since in Greek
culture women could initiate a threnos in moments of extreme grief; the
parados is contextualized into the cultural idiom. Nevertheless, Electra's
use of the elaborate word Gprivrnxdicov in reference to her lamentations
emphasizes the theatrically styled form they have taken. The purpose of
this paper is to argue that acknowledgment by characters in the theatre of
non-naturalistic things happening about them can serve, and does serve, to
reinforce the dramatic world in which the characters function^—a world, for
instance, in which everyone speaks verse and in which characters are seen
with simplified representational faces like masks.^
^ Cf. Taplin 1977a: 138.
'' In this case, this means the everyday speech of the members of Euripides' audience.
Anachronism of this sort is not at all exceptional in Euripides and the other tragedians; cf.
Easterling 1985.
^ To adopt a phrase first written about Plautus. "these passages might even be said to
strengthen the dramatic illusion" (Duckworth 1952: 134). Henrichs 1994-95 discusses
instances of reflexive theatrical reference in tragic choruses, though cf. Furley's paper in this
volume.
^ Taplin 1986: 170 denies theatrical self-reference to masks in Bacchae 1277, for which cf.
C.P.Segal 1997a: 215-71.
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How these passages are to be understood raises a series of questions
that concern the intersection of stagecraft and dramatic illusion, both of
which require some clarification. The term "stagecraft" itself can be and
has been used in a number of ways, and I wish to make two distinctions to
delineate the field, at least for this study7 Stagecraft is separate from
archaeological reconstructions of the Theatre of Dionysus, or of any other
performance space.^ There are many interesting questions here, which will
have an impact on matters of stagecraft. Among these are the following:
Was there a raised stage? What shape was the orchestra? How sturdy was
the Skene and how many doors did it have? And around how great an arc
was the audience seated? These matters are still debated, but they represent
details that were permanent features of the performance space, and were not
subject to directorial control.^ Stagecraft is about what the playwright-
director does with the physical resources allocated to him to create
particular dramatic effects and distinguish his plays from those of his
competitors.
An extended debate between Oliver Taplin, Simon Goldhill, and David
Wiles '° has helped to clarify the place of stagecraft in the study of ancient
theatre generally. Taplin' s goal is explicit: to discover a "grammar of
dramatic technique," in Eduard Fraenkel's over-worked phrase.^'
Examining the timing of entrances and exits, Taplin found that, as in
Shakespeare,'^ the words of the play contain all the necessary clues for
significant action. '^ To understand all the theatrical resources under
authorial control, we must learn this grammar. Goldhill asks two questions
in response:''* (1) Is it possible to avoid the "problematic circularity"
whereby information from the texts is used to elucidate how meaning is
derived from a text? and (2) Can a performance exhaust the potentialities of
the text? Answers given to the first question by Wiles and Taplin (and
' These methodological issues are also discussed by Marshall 2000: 45-48, 51.
* Cf. Moretti's paper in this volume.
^ Nevertheless, tentative answers must be given to each of these questions before matters of
stagecraft can be discussed. For example, Dover 1966 advocates a skene with two doors, and
this is followed for Euripides' Electro by Hammond 1984: 376. While the evidence is not
conclusive, this seems to me to be less likely than the minimalist position of only a single door
in the fifth century (cf. Dale 1969a: 107-15; Taplin 1977a: 438^0; Rehm 1992: 34). Issues of
"scene-painting" (and all that mysterious word can mean) are not included in this discussion
because ultimately I believe that individual backdrops were not created for separate plays, but
that, following Wiles 1997: 161 (and cf. Green 1990), all classical dramas were presented
against a uniform background, which itself was painted. "Scene-painting" therefore falls
outside the purview of the playwright-director, and is a feature of the tlieatre architecture.
'° Taplin 1977a, 1978, 1986, 1995; Goldhill 1986a, 1989; Wiles 1987, 1997.
" Fraenkel 1950: II 305; cf. Taplin 1977a: 1; Goldhill 1986a: 282.
'^The study of classical stagecraft is indebted greatly to parallel endeavours in
Shakespearean studies. Several issues raised by Styan 1967 could still profitably be applied to
Greek tragedy. Taplin 1995 presents useful comparisons between stagecraft techniques in both
fields.
'•^ Cf. Altena's paper in this volume, which critiques some aspects of Taplin's approach.
"* Cf. Goldhill 1989: 176-77; Taplin 1995: 97.
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others) demonstrate that the circularity is endemic to any critical activity,
not just performance criticism, and that any answer will only be true given
the assumptions made. The existence of limited evidence does not
invalidate the search; it simply means—I would contend—that some
answers may not be found.
With the second question, answers have often taken a wrong step. It is
true that "performance can enrich and complicate"'^ the readings of a text,
since the words themselves form only part of the theatrical experience:
Plays were written for theatres, etc. But this is only a partial answer. We
must not lose sight of the discrete, and perhaps modest, aim of performance
criticism. While it may be valuable to explore all the possibilities that lie
within a text, stagecraft describes only what actually appeared on stage
when the play was performed before a given audience. The ephemerality of
theatre is such that no two performances can be identical even within a
given production: Variations of audience composition, an actor's personal
disposition and varying relationship with the text, and countless other
variables all affect the product (which in turn will be interpreted to varying
degrees depending on an audience member's position in the theatre, etc.),
and this is independent of any variation from one production to another.
For Euripides, this difficulty is largely obviated by the conditions of
performance in late fifth-century Athens. Because plays were presented in
competition, it will typically be desirable to isolate only the performance
when a play was being adjudicated, though studies in reception and
dissemination are changing this.'^ Production criticism is therefore an
exercise in literary history, which seeks to determine how the playwright
used the physical resources of the theatre to help create meaning in a given
performance. Stagecraft increases the variables surrounding a text, but is
not concerned with most of the permutations. We should take the purpose
of stagecraft studies beyond Taplin's concern with increasing appreciation
of the play as art to an investigation of the play as a moment in history.
Wiles oversimplifies the positions of Taplin and Goldhill when he
presents their approaches as opposites, with Taplin advocating an emotional
response in performance and Goldhill favouring a cognitive response gained
from "reading."'"^ Euripidean tragedy requires an intellectual engagement
with the text in performance, not simply an emotional one (the approach
favoured by Aristotle). It is not a middle ground I am advocating so much
as one that does not polarize these into exclusive alternatives. When Taplin
foregrounds the emotional impact of performance, this does not mean there
is no room for intellectual response. Similarly, a cognitive or intellectual
appreciation of the genre is neither restricted to the study nor inextricably
'5 Taplin 1995: 97.
'^ Taplin 1993 examines reperformances of fifth-century plays in South Italy as attested on
vases; Taplin 1999 addresses the spread of tragedy from Athens; Marshall, forthcoming
discusses Clytemnestra's weapon in a reperformed Oresteia.
'^ Wiles 1987: 143.
C. W. Marshall 329
linked to an ironic, problematizing interpretation of a work. It is in this
context that we should position allusion to tragedy within tragedy. Taplin's
"open questions"—Does allusion "call for a recognition as such from an
audience" and does it "sacrifice characteristic tragic spell-binding"?'^
—
seem to presuppose a necessarily deconstructive and disruptive intent in
parody. An awareness of stagecraft does not necessarily lead to an ironic or
deconstructive experience of a play. When it is acknowledged that drawing
attention to a play's theatricality can reinforce the consistency of the tragic
world depicted, it becomes possible to identify explicit literary allusion as
similarly reinforcing "characteristic tragic spell-binding." Engaging the
audience's intellect works alongside, but is not exclusive of, engaging the
emotions.
Further, since the audience is not homogeneous, the intellectual
engagement is not going to be at a uniform level. Audience members
recognize deliberate allusion, or the use of three actors, or reference to
formal iambic structures such as the agon or stichomythia, to whatever
extent they are able. A reference only "calls for recognition" from those
audience members for whom the referent text or stagecraft practice is
familiar, producing a sense of satisfaction or pleasure in each case.'^ More
are likely to be included than not, because the institutionalized experience
of going to the theatre in Athens and the high rate of festival participation
by the male citizen body could produce sophisticated and attuned audiences.
In this way, the intellectual appreciation is somehow quantifiable. The
emotional appeal of tragedy is different, and the language of thelxis reflects
this. Each member of the audience either feels something or does not. If a
given audience member does identify emotionally with the story, the
privacy and incommunicability of this means it is not quantifiable in the
same way. Emotional effects may be felt to different degrees, but any
'^Taplinl986: 171.
'^ This can be seen clearly with an example from modem film comedy. Wayne's World 2
(1993; dir. Stephen Surjik) concludes with an extended and overt parody of The Graduate
(1967; dir. Mike Nichols), even though the film's principally teenaged audience had not been
bom when The Graduate was made. The humour of the sequence was certainly enhanced for
those who knew the cinematic antecedent, but, surprisingly, these scenes remained funny for
the rest of the audience. Of those who did detect the change in directorial style and who did
associate this with markers of allusion (and this represents a significant portion of the audience,
since both Wayne's World films are filled with such markers), it was apparently sufficient
merely to know that something was being parodied, even if the audience did not know
precisely what it was. There were also some who, while unfamiliar with The Graduate, had
seen other Graduate parodies (from the animated television show The Simpsons, for example)
and effected recognition with them. The precise nature of the referent text, while no doubt of
benefit to a portion of the audience, was not a necessary component for the enjoyment of the
sequence. The same is true of the intertextual enjoyment of tragedy. Further, at least part of
the appeal of parody of this sort comes from the subversion of something that is serious, or at
least value-neutral with respect to its genre. Aristophanes' use of Euripidean scenes would be
undermined if Euripides' dominant mode of discourse were ironic, because that is a subversion
of what is usual in tragedy. This does not mean that Euripides cannot be manipulating
audience expectations of genre through irony or other means, but it does suggest that he need
not always be doing so.
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examination of this experience by audience members after the performance
will always be imprecise.
Part of my purpose in this paper is to suggest that any discussion of
illusion or Coleridge's "willing suspension of disbelief ' is inappropriate and
necessarily inadequate for the fifth-century tragic stage.^^ As theatregoers
we are continually aware at some level that we are part of an audience. Part
of the emotional response to the dramatic event requires this awareness:
Our behaviour would likely be very different if we believed murders were
actually taking place just behind the skene. Awareness of a play's
theatricality is a necessary part of enjoying it. Euripides expects a
sophisticated appreciation of his stagecraft in order for his audience to
become emotionally involved in his tragedies.
There are risks in this, which we see Euripides taking continually.
Aristophanes uses the same stagecraft techniques but aims for a different
emotional impact—laughter. When one of his characters is Euripides, the
historical playwright becomes entangled in the comic stagecraft and the
audience's emotional memory, by means of the character that shares his
name. However, the stagecraft itself does not prescribe the different
emotional effect. Taplin has suggested that the principal development in
performance criticism over the past twenty years has been a move from the
author to the audience.^' What has often been lacking in studies of
stagecraft is an examination of the audience's perception of particular
techniques: To use an example that will be explored in section III, whether
the audience accepts a divine character within the dramatic world as such or
merely sees an actor dangling by a rope makes a difference to how the play
is understood.^^
In this paper I am suggesting that a sophisticated understanding of
stagecraft was expected of the audience in the late fifth century, and that
audience awareness of stagecraft during performance contributed to
interpretations of any given play, even if that awareness is on a
heterogeneous level. Where "stagecraft" and "dramatic illusion" intersect
should be a matter of interest, for it is there where the physical resources of
the theatre come into contact with the imagined possibilities of the dramatic
worid. This point of contact, however, has not been adequately explored.
My sense is that, when it is noticed, the intersection is thought to be
indistinguishable from "metatheatre," where the illusion-breaking
playwright tips his hand, as it were, and undermines the consistency of the
fictional world he has created to achieve some other benefit in performance.
However, this is not the only possible result when these two areas contact.
^° There are nevertheless many valuable studies of the nature of dramatic illusion and its
rupture on the fifth-century stage: Bain 1975, 1977a, 1987; Chapman 1983; Muecke 1977;
Taplin 1986.
^' Taplin 1995: 109.
^^ In this light, studies of audience composition and response become relevant; cf. Goldhill
1997a; Wallace 1997.
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My choice of Electra as a test case for this study is in some ways arbitrary:
Its use of stagecraft is often striking and at points has been the subject of
controversy that has led many to believe it is "untragic" or in some way
represents a significant departure for Euripides' dramaturgy (with line 759
being but one instance of this); however several other plays could have been
used instead. The examples from Electra are clear and for the most part
straightforward, and by using a single example the cumulative impact of
stagecraft that Euripides intended for his drama is better seen. That the play
"has become something of a focal point in recent disputes regarding the
nature and intent of Euripidean drama"^^ perhaps means that Electra can
take us to the heart of theatrical reference in Euripides.
n
Discussions of ancient stagecraft over the past thirty years have been
dominated by studies of entrances and exits, significant actions, and stage
properties. This section gives examples of each of these, indicating how a
performance script demonstrates elements of stagecraft. In each case, cues
for stagecraft are drawn specifically from the words spoken by the
characters, and do not generally need to be inferred from the dramatic
context. Theatrical reference of this type does not tend to challenge an
audience to question the relationship between the theatrical reality and the
action of the drama. These examples show that it is possible to see how
Euripides as a director used his theatrical resources to create meaning for
his play on stage.^'*
Taplin's examination of entrances and exits in Greek tragedy has
foregrounded this aspect of stage performance in modem scholarship. In
most discussions, entrances become springboards for other issues. The
reason for this is that, for the most part, the timing of entrances is mandated
by the play: The presence or absence of characters is governed by whether
they are speaking, and dependent on factors such as role-division (below,
section IV), and so is mandated by the playwright. Aeschylus, in particular,
was known to create spectacular effects with the timing of his entrances. ^^
While it may be possible to postpone an entrance for a few lines, the nature
of the entrance is open to more directorial control than its existence. It is
^^ Porter 1990: 255. Porter provides an invaluable survey of scholarship on the play
generally.
'^^ The fact that in practice the playwright and director were often one does not void this
division of function. There are instances, such as the posthumously produced Bacchae and
Iphigeneia in Aulis, where this distinction becomes important for Euripides, and this is no
doubt part of the reason why Taplin, Goldhill, and Wiles use Bacchae as a test case. It seems
to me more fruitful in the first instance to ascertain Euripides' normal use of stagecraft, and
only then proceed to anomalous cases.
The obvious examples are Clytemnestra dominating the entranceway of the house in
Agamemnon and the Aeschylean silences of Achilles and Niobe parodied by Aristophanes in
Frogs (Taplin 1972, 1977a: 280-90, 299-302).
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possible to see in entrances something of the heart of stagecraft analysis: the
function of "spectacle," Aristotle's opsis, which may be different for any
performance.
Clytemnestra's entrance at line 988 represents the most extravagant use
of spectacle in Euripides' Electra (998-99, transl. Cropp):
eicptix' dnrivric;, TpwdSeq, xe^PO<; 5' £-^f\q
XdcpeoG', iV e^o) tovi6' oxou axriaa) noba.
Get down from the carriage, women of Troy, and take my hand, so I may
step to the ground from this conveyance.
Whether the words point to the use of one or two chariots being brought
into the orchestra is not clear. The evidence perhaps slightly favours two,
but what is ultimately important is the parallel with the title character's
entry in Aeschylus' Agamemnon. Whatever the number of chariots, I am
confident that it was the same number as was used when the Oresteia was
reperformed in the 420s. ^^ The Trojan captives addressed by Clytemnestra
presumably obey the instructions and leave their chariot to help their
mistress,^'' which enhances her stage presence. We cannot say how many
silent attendants Clytemnestra has, but we can make overtures towards
examining the impact of the entrance. Their costumes probably suggest
exotic opulence,^^ and the combination of visual referents evokes not only
cultural associations with chariots, such as marriage (here transferred to the
false birth announcement), but also specific literary antecedents, particularly
Agamemnon?^ Further, any chariot will be pulled by two live mules or
horses. 3° The dramatic purpose here is clear, even if specific details of
stagecraft are not.^'
Earlier in the play, Electra' s crowning of her brother physicalizes a
metaphor running through the play which associates the matricide with a
victorious athletic competition, and provides a clear example of Taplin's
^^ The date of Euripides' Electra here becomes relevant. I believe, with Cropp 1988: 1-li,
that a date c. 420/19 is most likely.
^^ Bain 1981 shows such orders are almost always obeyed immediately.
28 Cf. lines 314-18, 1000-02; Hammond 1984: 374.
2' Hammond 1984: 384 says the passage also evokes Persians, but if so this is secondary.
Goldhill 1989: 179 asks if there is a point at which the literary antecedents are saturated and
any significance from such an allusive relationship would be cancelled. As elsewhere, the
critic must be wary of making an ability to see an answer proof in itself. I have argued
elsewhere (Marshall 1996) for the relevance of Linda Hutcheon's definition of parody, which
would fit this instance, relating to a recent reperformance of the plays.
^° If horses, then there might be a third trace horse; for the under-examined issue of the use
of animals on stage generally, see P. D. Amott 1959.
2' Hammond 1984 and Raebum 2000 discuss this entrance at length, both opting for two
chariots. This example, at least, seems to be free from the dangers of Goldhill's "problematic
circularity," where information from the text is used to clarify the ways in which the texts
create meaning, but many other examples are not: Hammond believes that at the end of the
play the Erinyes appear visibly on stage (1984: 375 and n. 7), but this is rightly rejected by
Cropp 1988: 190.
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"significant action" whereby "small deeds may be imbued with a meaning
reaching far beyond the mere action itself '^^ (880-82, transl. Cropp):
(b KaX,A,{viKe, naxpbq ek viicricpopou
yeydic,, 'Opeaxa, ttiijutc' 'lA,i(p ^dxTi<;
5e^ai KOjiriq ofjc; ^oaxpvxaiw dv6rijiaxa.
O glorious in victory, Orestes, sprung from a father victorious in the battle
under Troy, accept these bindings for the locks of your hair.
Taplin believes that in tragedy "there were not a lot of movements or props,
but those there were were clear and full of dramatic significance,"^^ as
opposed to the practice of comedy. Unlike some significant actions such as
embrace (e.g. HF 1408-09), physical support (e.g. HF 1423-24), or
supplication,^^ this garlanding of Orestes (El. 880-85) and Pylades (886-
89) has a lasting visual impact because it also involves the use of props:
Once crowned, the flowers remain on the masks at least until line 987, and
perhaps for the rest of the play. The prominence of this significant action
and its lasting visual impact serve as a foregrounding mechanism,
reminding the audience that this play is in dialogue with previous
associations of Orestes with athletics, particularly those in Aeschylus'
Oresteia (again). ^^
But not all the movements required by the text possess an equal
gravity. 3^ When he first appears, there is an awkward moment where
Orestes grabs or attempts to grab Electra (220, 223-24)^'' while she tries to
flee into the house (218-19) and perhaps supplicates the altar (221) from
behind which Orestes has just appeared (216-17). Further, Orestes'
appearance structurally works like an entrance^^ though he has been on
stage since line 82. This is messy but apparently necessary stage
movement, and finds analogues in Heler?^ and Children of Heracles^^
These examples suggest that there may have been more stage movement
generally than Taplin allows, though much of it might not be "significant."
If it is felt that the use of trivial gestures was restricted to comedy, either the
genre of tragedy must be redefined for certain plays—and such
Taplin 1978: 59.32-
" Taplin 1986: 172.
•''• Gould 1973 describes these in detail.
'^ If it were known that Sophocles' Electra predated that of Euripides, the athletic imagery
in that play might also be relevant. However, I believe the arguments for a later dating of
Sophocles' play are stronger than Cropp 1988: 1 allows.
^^ Shisler 1945 and Ley 1989. Goldhill 1989: 175 asks what criteria can be adduced that
make a given action "significant" beyond the modem critic's ability to find significance in it.
'^ Does he also draw his sword? Lloyd 1986a: 8 n. 20 plausibly argues that Orestes does not
do so, with line 225 indicating only that he has one at his side. Raebum 2000 believes a drawn
sword here is "probable," but this is unlikely, since Orestes' purpose at this moment is
precisely not to frighten Electra.
^» Taplin 1977a: 248 n. 1.
^^ W. G. Amott 1978 and 1990; Ley 1991; Marshall 1995.
"•o Marshall 1998.
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argumentation is inherently weak—or else actions that the words require
must be denied. If these scenes are within tragic idiom, then the polarized
separation of genres is called into question.
A final instance potentially brings the play's theatricality to the surface
once more. The Messenger's narrative concludes with the promise of the
use of stage properties (855-57, transl. Cropp):
epxexai 5e aol
Kocpa '7ii5ei^cov, ov)xl TopYovoc; cpepcov
aXV ov ax-oyeit; AiyiaGov.
And now he is coming, and brings to show you not the Gorgon's head, but
the man you hate, Aegisthus.
Frederick Paley understood this debated passage to mean that Orestes has
decapitated Aegisthus and returns holding his severed head.'*' David
Kovacs has been the most forceful of the opponents to that idea, but the
theatrical implications of these alternatives allow for an examination of
Euripides' use of props. '^^ The "severed head" interpretation appeals to
modern readers because it supports assumptions about what it is the
playwright is "doing" in this play in terms of tone, a notoriously difficult
element to isolate from just the script. The scholarly desire to see a
theatrically aware innovation in the severed head serves to further an ironic
reading of the play: Though I believe Euripides does not do this in Electro,
in Bacchae a severed head is represented on stage (powerfully, shockingly)
by a disembodied mask.'*^ The case in Electra is quite different, however,
because Aegisthus has no previous on-stage life.'*'* Since the audience has
not seen him earlier, his disembodied head is not familiar and represents a
less startling coup de theatre than does the return of the Pentheus mask. To
find a parallel for this mask effect is desirable, but it does not certainly
exist.'*^
Instead, a dummy body is brought on as Electra crowns Orestes. The
body is one of many stage properties in Electra,^^ the number and nature of
which have (again) caused scholars to make comparisons with comedy. As
was seen when Electra garlanded Orestes, the use of props can reify an
image or metaphor used in the play. For instance, Michael Halleran
"'Paley 1858:11361.
'2 Kovacs 1987b. Hammond 1984: 373-75 and Sider 1977: 16-17, in contrast, follow
Denniston in believing the head is separated from the body.
"3 Marshall 1999: 193.
^ De Jong 1990: 14-19.
'*' One possible parallel, which nevertheless postdates Electra, is Euripides' Andromeda
(412), which featured Perseus' rescue of the heroine of the title. An "unveiling" of the recently
decapitated Medusa head could create a powerful stage effect, and this could be effected
practically by the use of a mask otherwise not used in the play. It is even possible that a
serpent-haired Erinys mask, such as had been employed for the chorus in Aeschylus'
Eumenides, was used to represent the Gorgon.
*^ Raebum 2000.
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suggests that the lamb brought by the Old Man at line 487 (cf. 413-14, 494-
95) in some way represents the golden lamb sung of by the chorus at lines
705 and 718-20, as Electra's hovel becomes the new site of the woes of the
house of Atreus.'*^ It cannot be proved that this is so: The old man also
brings cheese (496) and for Halleran to be right we must assume a
prominence given in the staging to the lamb over the cheese. But we can
say that if the original production did give prominence to the lamb,
Halleran' s observation gains support. Similarly, if his interpretation is
completely persuasive, that may point towards the nature of the original
production. But the maybe is always there. While each of the passages
examined in this section displays something of the stagecraft of Electra,
none of them presents the same challenge of "overt" theatrical reference
which was my starting point in section I, and to which I shall turn in the
next two sections.
Ill
If performance both complicates a text by adding more variables and at the
same time limits its interpretation to a particular historical occasion (above,
section I), then part of the theatrical experience is having the audience see
something other than that which it is shown. Any emotional effect would
be forfeit if the audience did not see dramatic characters on stage, but
instead saw only actors wearing masks. So it is with the use of stage
machinery. This represents a second type of theatrical reference. Both the
practical requirements necessary for making a particular visual effect and
the impact that such an effect might have on the audience that sees
something other than what it is shown must be considered. The willing
participation of the audience facilitates the creation of a dramatic world
where marvels can exist, and the use of technology in the theatre does not
impede that process.
Electra makes use of both the mechanical devices which were available
in the late fifth-century theatre for bringing off-stage elements before the
audience: the ekkyklema and the mechane.^^ With the ekkyklema a
prominent section of the established performance area is demarcated to be,
simultaneously, both an interior and an exterior space: In Electra 1 172-73
we are told that Electra and Orestes are emerging from the house, iirixpoq
veo(p6voi(; ev ai|xaaiv / 7te(p\)p^£voi, "blood spattered freshly from their
mother's murder" (transl. Cropp), but the bodies inside must also be visible
to the audience, as is made clear by lines 1227-32. This spatial tension is
"^ Halleran 1985: 62.
'*^
It is in some ways desirable to link the use of these devices with the messenger speech,
which also brings off-stage elements before the audience, though in a different way.
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never openly acknowledged but it is clearly part of the dramatic idiom of
tragedy."*^
A similar artificiality is seen with the mechane. While not every
appearance of a divinity at the end of a tragedy requires the use of the crane
(the Skene roof was also available),^^ when there is explicit reference to, for
example, travel through the air, there can be little doubt.^' As with the
"Where are the messengers?" question (section I), the playwright calls
attention to his stagecraft to reinforce the consistency of the dramatic world.
So in Electra 1233-36, we have a certain reference to the use of the
mechane (transl. Cropp):
dA-A,' o\'6e 66n(ov '-ontp aKpoTdtcov
Paivo\)a{ xwec, 6a{^ove<; r[ 9e(ov
Ttov ovpavicov • o\) ydp Ovrjicov y'
Tl5e KeA.eu9o(;.
But here above the parapets come some who are spirits or belong to the
heavenly gods—this is no path of a mortal kind.
It is often assumed, though without any argument or recognition of an
alternate possibility, that an appearance ex machina must appear artificial to
the audience, and that Euripides calls attention to the theatricality of his
conclusion in order to undercut or ironize the theophany. For example,
Edith Hall writes that such an appearance "is certainly to act as a
metatheatrical 'alienation' device drawing attention to the author's power
over the narrative."^^ The problem is that this argument is circular, as it
precludes the playwright from any means of credibly presenting the divine
and, by extension, of presenting anything outside the audience's immediate
experience. I would argue the opposite, in fact: While any given instance
may contain an ironic connotation, Euripides' acknowledgment of his
stagecraft elsewhere would more naturally suggest congruence with the
dramatic world—i.e. a sincere theophany.^^ Further, reference to the stage
"^ Rehm 1992: 153-54 n. 16 challenges Hourmouziades 1965: 9-13, 83-108 on this point.
Aristophanes uses the verb ekicukXeco (Achamians 408, 409, Thesmophoriazusae 96) as if it
were a familiar part of the theatrical vocabulary. The most important general studies of these
two devices are Mastronarde 1990 and Newiger 1989.
^° Before the invention of the mechane, the skene roof would have been the usual place for
divinities to appear in tragedy. The most natural way to understand the term theologeion ("the
place where gods speak") is not as a distinct accessory added to the skene roof, but the roof
itself when it is being used for theophanies. That it continued to be used for divine
appearances in later tragedy after the mechane had been invented is shown by the appearance
of Madness (Lyssa) in Euripides' Heracles (cf. Rehm's paper in this volume, which discusses
the creation of off-stage spaces in Heracles, including the appearance of the gods). At times,
even "stage-level" could also be used for divine appearances (e.g. Trojan Women).
5' As there is at Electra 1233-36, Ion 1570, and Orestes 1682-85, but cf. its use for the
Chariot of the Sun at Medea 1321-22.
^^ In Morwood 1997: xxviii.
^^ Kovacs 1985 provides corroborative evidence that the appearance of Castor in Electra is
not ironic.
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device (seen in this case in the phrase meaning "no path of a mortal kind")
increases in Euripides' later plays. This development perhaps reflects a
growing familiarity amongst the audience with this theatrical technique. As
the device becomes more familiar, it is less necessary for the playwright to
downplay the explicit theatricality. With this interpretation, then, the
development and use of the mechane does not reflect a growing rupture of
dramatic illusion.
IV
The third type of theatrical reference is potentially the most disruptive, as it
calls specifically for the audience to be aware simultaneously of the
theatrical reality and the dramatic narrative. The examples in section I were
of this type. Again, the playwright negotiates a balance between stagecraft
and the nature of dramatic illusion. Electra's instructions to her husband the
Farmer, eX0' dx; Tia^aiov Tpo(pe' e|xo\) (piXov Ttaxpoq, "Go now to my
father's dear old tutor" (409),^'* are dutifully obeyed (he leaves at 431), and
one stasimon later the Old Man comes on stage (487), having apparently left
the Farmer in the countryside safe from the coming violence. The "rule of
three actors" helps to explain why it was the Farmer and not one of the
household attendants (mentioned in lines 140 and 500) who was sent. The
Old Man will speak, and since both he and the Farmer appear on stage with
Electra and Orestes, the same actor must play the two. Role-division in
Electra is quite straightforward, in that this actor (whom modem convention
labels the "third actor" or tritagonist, though there are problems with the
term) can play all the roles other than Electra and Orestes, changing from
the Farmer to the Old Man, to the Messenger, to Clytemnestra, and, finally,
to Castor. ^5 This grouping of roles, "a colorful amalgam of rescuers,
victims, and villains,"^^ makes remarkably straightforward demands on the
actor's movement when what is required of him backstage is also
considered (see Figure 1). Not enough attention has been paid to the
consequences of role-division for the actual contingencies of performance.
''* Kovacs adopts a suggestion left in Diggle's apparatus (and cf. Diggle 1994b: 152-53), but
this does not in any case affect the present argument.
^^ Perhaps this actor was also responsible for the voice of Aegisthus. Lines 747-49 show
that the audience probably heard something, however indistinct it may have been. Whose off-
stage voice is being heard? I suggest that it is the same voice as that of the actor playing the
Messenger, who later gives Aegisthus as much on-stage life as the character receives.
However, both Orestes and Aegisthus are given direct speech in the Messenger's narrative and
it remains possible that the Orestes actor played the Messenger and the voice of Aegisthus. De
Jong makes "Aegisthus the focal character of the messenger scene" (1990: 19), which perhaps
suggests that there need not be vocal identity between Orestes and the voice of Orestes. (In
contrast, the Messenger narrative in Helen cites Menelaus extensively as well as other
anonymous sailors, and there is considerable theatrical benefit to be realized by having the
Menelaus actor play the Messenger, leaving the Helen actor to play Castor.) For off-stage cries
generally, cf. W. G. Amott 1982 and Hamilton 1987.
5^ Damen 1989: 333.
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1233 from above
340 860
Figure 1
Third Actor, Euripides' Electra^"^
Order of characters: Farmer, Old Man, Messenger, Clytemnestra, Castor
The fluidity of movement for this actor suggests to the audience a natural
progression from one role to another: He begins controlling one side of the
stage, and then moves on to the other before finally entering the house.
In my view the audience must be aware of role-sharing during
performance at some level. Because it is a competition and one of the
actors is eligible for a prize, there must be a means of identifying him
beneath his characters, from one play to another and, often, within a given
play. 5^ This awareness is a tool that the playwright can manipulate in order
^' The figure is adapted from Marshall 1994: 56, and is used with permission of Text and
Presentation. The arrow traces schematically the third actor's movements and costume
changes during the entire play. Line numbers indicate when the actor enters or exits, and small
circles indicate when the actor changes costume and mask. The concern is to trace the actor's
backstage movements and not to represent particular movements made by characters on stage.
5^ Cf. Pavlovskis 1977; Jouan 1983; Damen 1989; Marshall 1994 and 1997. In contrast to
these, Sifakis 1995 presents an alternative understanding of the three-actor rule. I believe his
interpretation is considerably less probable than what is suggested here. Sifakis tries to find an
aesthetic basis for the rule. My 1994 paper, understandably not known to Sifakis, argues that
such an aesthetic basis is to be found in the Athenian agonistic spirit: The rule creates a level
playing field, which allows the playwright-director opportunity to demonstrate ingenuity and
cleverness in his manipulation of specific limited resources over the course of the tetralogy.
Certainly, after the institution of the actor's contest c. 449 BC, a prize went to an individual,
and while his success depended on the performances of his colleagues, "the three actors were
in no way equals" (Sifakis 1995: 18). In subsequent centuries there was no authorial control
over the performances of fifth-century plays, and the actor became correspondingly more
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to create a more nuanced narrative. In Electro, the isolation of Orestes and
Electra, their heroic determination (with whatever valence we imagine it to
be charged), is set against the variety of roles being played by the third
actor. The identity of each of these characters is for the most part
determined by four externals: mask, costume, bearing, and voice. Each of
the five roles the actor plays on stage represents a different combination of
these variables, and while the text is quite specific on the posture and gait of
the Old Man (489-92) there is opportunity for director and actor to
distinguish the other parts as a showcase performance to complement the
other performers.
In contrast to this, Electra and Orestes are each played by a single actor.
The most explicit feature about Electra' s appearance is her closely cropped
hair (108, 148, 241, 335), another visual confirmation of her impoverished
state.^^ This wig combines with a traditional maiden-mask, ragged
costume, and withered body (239). In many ways, Electra looks like many
other Euripidean heroines. Similarly, I suspect that there is no distinctive
feature of Orestes' appearance. He wears a standard young man's mask and
nothing in the words of the play distinguishes him physically except for his
scar (573-74), which establishes literary associations with another scar
gained in childhood, that of Odysseus. Was this scar visible to the
audience? The play creates meaning differently depending on the answer,
and only one answer can be historically true for the original performance. If
the scar is there, as the words of the play say it is, Electra is apparently not
looking at Orestes too closely .^^ If the scar is not visible to the audience
—
important; later inscriptions are therefore not to the point (1995: 16-18). Sifakis believes that
in the fifth century the lead actor played the biggest or "best" part in any given scene. As a
result, to use his example, an actor would play Antigone in one scene and then Creon in the
next. This challenges any notion of "fairness" in the distribution of roles among actors
(rightly; cf. Marshall 1994: 53), but also assumes that a reluctance to split roles unnecessarily is
misguided (wrongly; in extant fifth-century tragedy, only the posthumously produced Oedipus
at Colonus by Sophocles requires a role to be split between actors). Sifakis' scenario assumes
an exaggerated prominence of an individual actor long before there is any indication of such,
and sacrifices the opportunity to create consistent and unified characters in any play, by any
tragedian, in the fifth century: Theatre becomes merely an opportunity to display the
prominence of a given performer. But here Sifakis is in a bind, for he wants "the unity of
performance . . . maintained by the protagonist" (1995: 21), but does not want the protagonist
to be identifiable as such during the performance. It also denies to the playwright the
opportunity to provide the thematic links between shared characters that scholars like Damen
have consistently and meaningfully found. The audience would know who the lead actor was
only by reflecting on a scene after it has been performed, and deciding, based on unspoken but
commonly-held criteria, which was the main actor. It is not clear in Sifakis' scenario why any
limit on actors should be set, nor are the puppet theatres adduced (1995: 21-23) parallel, since
with them it is a single voice speaking for all the characters, except in rare cases—again, this is
role-sharing but not role-splitting.
^^ There is disagreement as to the extent that Electra' s suffering is self-imposed, as it is with
Sophocles' heroine. The Fanner has servants, but poverty, especially compared to palace life,
is continually emphasized (Hammond 1984: 374, 377-78).
^"^ Marshall 1999: 192 and 2(X) n. 44 describes the use of masks with scratches of mourning
on the cheeks, which is perhaps parallel to this. Even so, the scar would have to be very
sizable if it were to be visible beyond the front rows of the audience. The problem of the scar's
visibility is noted by BuUey 1998: 5-6.
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i.e. if the mask remains unmarked—then the scar's small size is made even
more anti-heroic when contrasted with its literary antecedent, Odysseus'
boar-wound.^'
Euripides knows he is writing and directing a play, and Euripides' audience
knows that it is watching one. Any theatrical reference must therefore have
a reflexive quality to it that might be understood to display a kind of self-
awareness. When Democritus says (68 B 115 [*84] D-K) 6 Koo^toq oktivt),
6 pioq 7idpo6o(;- r\XQec„ eldeq, dnr\kQec„ "All the world's a stage, and life's
an entrance: you come on, you look about, you leave," it is not the same
thing as when Shakespeare says something very similar {As You Like It,
Il.vii), for there is a self-conscious reflection when it is said upon a stage,
particularly when the stage is in a theatre called the Globe. All the fifth
-
century tragedians include theatrical reference within their plays, to a
variety of dramatic effects, and it is possible to isolate a number of such
instances within Euripides' Electra.
In section I, it was affirmed that the awareness of Greek stagecraft
technique during performance does not lead of necessity to a violation of
dramatic illusion. Rather than creating a self-conscious metatheatricality,
the playwright may choose to use theatrical reference to reinforce the
dramatic world in which his play is set. In section II, many of the usual
questions that have been asked of Greek plays concerning stagecraft,
including entrances and exits, significant actions, and the use of stage
properties, were shown to be essentially separate from the issue of illusion.
Characters speak to each other in a drama without evoking the theatrical
artifice of the situation. It is possible to look to plays for information about
their original production and stagecraft without undercutting the consistency
of the dramatic world. From this, it was possible to move to two more
problematic types of theatrical reference. In section III, the tendency to
^' The association between Odysseus' and Orestes' scars is described by Goff 1991, an
article which in particular helped me to articulate why I believe the scar would not be visible to
an audience: The emphasis on the anti-heroic Orestes as an inverted Odysseus seems to me to
be furthered by an unmarked mask. In discussion following the oral delivery of this paper,
Goff indicated her belief (not expressed in her article) that in performance there would be a
huge scar on the mask, clearly visible to the audience. While I disagree with this assessment,
our divergent views do touch the heart of why the study of stagecraft is significant. When
Electra was first produced and was being evaluated in competition, both answers were not
available to the playwright. At some point a decision was made concerning whether or not a
special scarred mask would be made for Orestes. If there was a scar, it would have to be large
to be visible to the entire audience. The difficulties of making this clear, combined with the
indications that masks in the late fifth century tended not to be made ad hominem, but
manipulated only variables of age and sex (albeit with some exceptions; cf. Marshall 1999),
lead me to believe a special mask was not created here. In the original performance, a
directorial decision was necessary. I believe that the literary contrast established between the
two scars as discussed by Goff, determined apart from considerations of stagecraft, is enhanced
by the stagecraft, and the use of a standard "unmarked" mask.
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understand Euripides' use of the mechane as necessarily ironic and
undercutting the dramatic impact of a theophany was challenged, and in
section IV it was argued that the playwright can even use elements of
stagecraft, namely masks and role-division, to add theatrical meaning to his
narrative without sacrificing the consistency of the dramatic world created.
The audience maintains a simultaneous awareness of the action of the drama
and of the mechanics that produce the theatrical effect.
Questions of stagecraft help to situate a play in its historical context,
limiting and defining the parameters within which the original audience
could interpret the narrative. An audience based in a performance culture,
armed with an awareness of stagecraft techniques, had the means to use
production information to inform their interpretations of a play. In this
light, theatrical reference need not be metatheatrical, but may indeed
reinforce the dramatic world the playwright has created. In Electra, this
means that an increased intellectual engagement with the play and its use of
theatrical reference does not commit the audience—nor indeed does it
commit us—to an ironic, anti-heroic reading of the play.
Memorial University ofNewfoundland
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Dorian Dress in Greek Tragedy*
LUIGI BATTEZZATO
I. Introduction
Every ethnic group uses representations of clothing as a means of
constructing its identity, and fifth-century Athenians were no exception.
They were remarkably conscious of the fact that they were adopting styles
and items of clothing from different parts of the world. This mixture of
styles was remarked upon by the Old Oligarch (whose contempt for
multiculturalism we do not need to share), writing that
where the Greeks tend to use their own manner of speech, lifestyle and
dress {phone, diaita, schema) the Athenians use a mixture from all Greeks
dindbarbaroi}
The complexity of Athenian discourse about clothing derives from the fact
that Athenians considered some foreign elements as positive. They also
reconstructed their past so as to create a foil for their present faShion and
that of their neighbors (Spartans, lonians, barbarians).
Scholars of classical antiquity often approached the study of Greek
dress with the aim of reconstructing the appearance of clothes and artifacts.^
Recent works, however, besides offering a more in-depth examination of
particular features of style, have focused more and more on ideology.^
Many studies of tragic costume focus on Realien. The primary
question is: "What did the actors wear?" ("Thick-soled or flat shoes?
Sleeved or sleeveless dresses? A mask with tall or flat hairdo?")'* A
I would like to thank Eric Csapo, Marco Fantuzzi, Alan Griffiths, Donald Mastronarde,
Melissa Mueller and David Sansone for their comments on this paper.
' [X.] Ath. 2. 8, transl. M. C. Miller 1997a: 243.
2 See Studniczka 1886 (still useful); Helbig 1887: 161-236; Amelung 1899; Bieber 1928
and 1934; Lorimer 1950: 336-405 (often correcting Studniczka and other earlier studies);
Brooke 1962; Abrahams and Evans in M. Johnson 1964; S. Marinatos 1967; Losfeld 1991.
Many of these works focus on Homer. Pekridou-Gorecki 1989 is the best short introduction,
Ridgway 1984 the best discussion of female costume as depicted in art.
^ See e.g. Rossler 1974; Bonfante 1975 and 1989; Geddes 1987; David 1989; M. C. Miller
1989 and 1997a: 153-87; E. B. Harrison 1989 and 1991. For earlier periods, see Thiersch
1936 and AlfOldi 1955.
"* See respectively Pickard-Cambridge 1988: 204-08; 198-202 (and M. C. Miller 1997a:
162-65); 189-90.
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number of reliable works have collected and assessed the available evidence
for answering these and other similar questions^ and some recent finds have
offered invaluable information on the costume used in specific comic
plays. ^ As for the ideological significance of costume in tragedy,
interpreters often considered only unusual features of dress: extreme
poverty or wealth, for instance, or the presentation of barbarians.^ I would
argue that the "unmarked term" of the opposition, the "standard" dress and
its ideology, must be mentioned as well. Fashion, just like every other
"language," can be interpreted only if we study the system as a whole.
Moreover, ethnic differences among the Greeks have escaped attention,
because Greeks have been considered only in opposition to barbarians.^
Yet ethnic differences among the Greeks themselves were the principal
criteria for distinctions of clothing according to our fifth-century Greek
sources. The interplay between mythic past and present-day ideology
opened up a number of opportunities for tragic writers, who mix ethnic
characterizations of the two eras.
Section II of my paper discusses the adoption of male Dorian costume
in Athens, and its characterization in Thucydides and Euripides. Fifth-
century Athenians saw a moderate adoption of men's Dorian costume as
manly and democratic. But the male tragic costume was an elaborate long
dress, perhaps reminiscent of Persian- or Ionian-style luxury; in tragedy, the
male "Dorian" costume was exceptional, and ideologically charged.
Athenian women, on the other hand, were said to have abandoned the
Dorian costume on a specific occasion, when the masculine aggressiveness
associated with it was revealed in its shocking brutality (Section III). The
female Dorian costume was also linked with the stereotypes of lack of
decorum and, in tragedy, with luxury. Euripides in particular connected it
with the corrupting influence of barbarian (or, more specifically, Trojan)
wealth. This net of negative images and values is important for interpreting
sections of the Trojan Women, Andromache, Electra and Hecuba
(Section IV).
This nexus of connotations, however, was presumably formed or given
sharper focus only in the second part of the fifth century, at the peak of the
ideological and political opposition between Athens and Sparta. Aeschylus
5 Pickard-Cambridge 1988 (1st ed. 1953): 177-209 and 362-63; Webster 1956: 35-55;
Brooke 1962; Webster 1967b; Dingel 1971; Green 1991: 33-44; Taplin 1993: 21-27 and 59-
60; Di Benedetto and Medda 1997: 176-91. For comedy, see Stone 1984 and Taplin 1993.
^Cf. Taplin 1993.
^
Ar. Ach. 407 ff. and Ran. 842 and 1061-64; Gow 1928: 137 and 142-52; Bacon 1961: 26-
31, 74-75 and 121-27; Taplin 1977a, esp. 121-22 and 412-13; Muecke 1982 (on disguise); E.
Hail 1989a: 84-86 and 136-38. AlfOldi 1955 (arguing that the tragic costume for kings was
modeled on that of the Persian King; contra M. C. Miller 1989: 318) and Jenkins 1983 (on
Dorian dress) are more interested in the ideological implications of dress.
^ For discussions of Spartans in Euripides, cf. W. Poole 1994, with bibliography. Recent
scholarship has rejected previous attempts at finding references to specific historical events,
and has focused on the aspects of characterization which reveal ethnic stereotyping. On ethnic
identity in Greece, see now J. M. Hall 1997.
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notably introduced a woman in Dorian dress to represent Greece in contrast
to the Persian clothes of the personification of Asia {Pers. 181-83). No
negative stereotypes were associated with Dorian female dress there.^ In
confronting the enemy, Hellas as a whole could be presented as wearing the
Dorian dress, which was the oldest and most common female Greek dress
(Hdt. 5. 88. l).io
II. The Male Dorian Dress
1. Thucydides
Thucydides (1.6. 3-4) writes that "in the past"
the Athenians were the first to put weapons aside and make their lives
more sumptuous as well as more relaxed, and the elder of their rich men
only recently gave up the indulgence of wearing linen tunics (xumvok; it
Xwovc,) and tying up their hair in a knot fastened with gold cicadas; from
the influence of kinship, the same fashion lasted for a long time among
Ionian elders}^ By contrast, it was the Lacedaemonians who first dressed
simply in the present style, and in general their wealthy men began to live
most like common people)^
Thucydides compresses in a dense passage a complex discussion of dress
according to the categories of time, social class and place. He talks about
the fashion of upper-class Athenian men and points out that they wanted to
appear to be similar to the "common people." He also notes something
else: that the past is a foreign country. In the same paragraph, he tells us
that Spartans invented athletic nudity, an innovation that has Jiot been
adopted by barbarians. He goes on to comment that "one might point to
many other ways in which early Hellenic life resembled that of barbarians
today."
^ On the Athenian pro-Spartan stance and the political situation of the time, see Corsaro
1991: 47 and 50.
'°The Dorian dress differentiates "sharply" (Gow 1928: 137) the Greek woman from the
other one.
'
' Thucydides claims that this more "sumptuous" costume for men was first introduced by
the Athenians, whereas other sources more plausibly credit the lonians with this innovation.
The lonians presumably took inspiration from the East: Studniczka 1886: 19-20 and 29;
Lorimer 1950: 348; Geddes 1987: 315-16; Bonfante 1975: 36-39. On luxury in the
Thucydides passage, cf. Nenci 1983: 1023. On the ambivalent attitude to Persia, see Griffith
1998: 46-47.
'^ Transl. S. Lattimore 1998, slightly adapted. On this passage, see in general Gomme
1945: 100-06. On athletic nudity, cf. also PI. Rsp. 452c; Paus. 1. 44. 1; Bonfante 1989: 547-
48; McDonnell 1991; Percy 1996: 84 and 114-16; cf. also Athenaeus 512a = Heraclides
Ponticus fr. 55 Wehrli. This is in contrast with Homeric practice (//. 23. 683 and 710, Od. 18.
67) and the usage of barbarians (PI. Snip. 182b-c; also Hdt. 1. 10. 3).
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Figure 1
A woman wearing an Ionian chiton. Antikensammlung, Staatliche Museen
zu Berlin-Preussischer Kulturbesitz, F 2588, from Tarquinia, about 440 BC.
ARV 1300, 1.
(Photo Staatliche Museen zu Beriin)
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The elsewhere of the present (that is, the barbarians) is comparable to
the past of Greece. On the other hand, Athenians, in the narrative given by
Thucydides, saw their dress as a way of differentiating themselves not only
from the barbarians and from other Greeks, but also from their own past.'^
II 2. Men's and Women's Clothes in Real Life
Sonographic and literary sources confirm that linen chitones were
introduced in Athens in the sixth century and stayed in fashion until the
beginning of the fifth century, when Athenian men changed their dress style
again. ^'* A chiton was a long tunic worn by both men and women. The
material used was generally linen, not wool, and artists attempted to
reproduce the folds and crumples characteristic of this fabric (see Figure
1).'^ "For the chiton, folded linen cloth was sewn on the long open side and
often buttoned rather than sewn across the top edge, leaving an opening for
the head."'^ The cloth could be arranged in such a way as to cover part of
the arm, so that the dress looked as if it had short sleeves.'^ In Homer only
men and Athena (//. 5. 734-37) wear chitones}^ The Greeks also had a
garment with tailored sleeves that was considered related to the basic
pattern of the chiton: the cheirodotos chiton (sleeved chiton)}'^
The Dorian-style dress of Athenian men is generally identified in
opposition to the ankle-length chiton. In fifth-century tombstone sculptures,
the long chiton "seems to be worn exclusively by priests," whereas adult
males (warriors) are shown wearing a knee-length chiton (Clairmont 1993:
30; see also Geddes 1987: 312 and 319-20).
The female Dorian dress "consists of a rectangle of heavy material,
presumably wool, folded over for about a third of its length to create an
overfold or apoptygma. The garment thus prepared is draped around the
body below the armpits, with enough looseness to allow the wearer to
gather it and fasten it over both shoulders by means of long pins or
brooches" (Ridgway 1970: 9; see Helen in Figure 2). It could be worn
loose or belted. This dress is conventionally called peplos by many modem
scholars. 2^ Classical writers use peplos and chiton differently: Peplos,
'^ Georges 1994: 136-37 discusses the different strategies of Herodotus and Thucydides in
"barbarizing" the past and/or present of parts of Greece.
'^ See above, note 11; R. M. Cook 1978: 86; Ar. Eq. 1331 (with Stone 1984: 271, 403 and
431 n. 10); /V«. 987-88.
'^ In Hdt. 7. 91 the Cilicians wear Ki9(bva(; eipiveoui;, woolen tunics.
'^ Cohen 1997: 67-68.
'"^
Cf. Pekridou-Gorecki 1989: 73-74.
'^ Lorimer 1950: 359, 370-72, 377-84, 403-05; S. Marinatos 1967: A 7 and 42^5; Geddes
1987: 316. On chitones in Homer and archaic art, see also Helbig 1887: 173-83.
'^ See Amelung 1899; M. C. Miller 1997a: 156-65.
20 Cf. Ridgway 1984: 33; Pekridou-Gorecki 1989: 79.
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Figure 2
Helen wearing a Dorian peplos. Oinochoe connected with the Heimarmene
Painter. Museo Gregoriano Etrusco, inv. 16535, from Vulci, 430-425 BC.
ARV 1113.
(Photo Musei Vatican!)
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especially in tragedy, means generically "dress" (for both men and women),
and chiton is a generic term for tunic (as opposed to cloak/coat/mantle).^'
There is another point to make about terminology. Ancient writers
often equate Spartan and Dorian characteristics. I take it that, in the second
half of the fifth century, the polarity Sparta/Athens made distinctions in the
Dorian side less pertinent.
II 3. Ideology of the Male Dorian Dress
The Athenian discourse about the change of style in men's clothes put
emphasis on egalitarianism and self-restraint.^^ This ideological
construction did not rest on precise reproduction of the items of clothing of
this or that ethnic group: The Athenians adopted symbolic pieces of
clothing that suggested a Spartan connotation.
We can detect a similar symbolic selectivity in colonial India. British
clothes were adopted by westernized upper-class Indians in the nineteenth
century as a means of associating themselves with the colonial power and
displaying their higher status. However, they generally preferred to adopt a
"mixture of Indian and European clothes," so as not to appear to be
deserting local tradition (Tarlo 1996: 48-61, esp. 48).
In the very different political situation of Athens, the adoption of
elements of the Spartan costume was rather limited. The real Spartan
costume was considered excessively austere. Aristotle observed (EN
1127b, transl. Rackham 1934):
Mock humility seems to be real boastfulness, like the dress of the
Spartans, for extreme negligence in dress, as well as excessive attention to
it, has a touch of ostentation.
Upper-class Athenians did not usually adopt the most characteristic items of
Spartan dress. For instance, the style of Spartan mantles (tribones), the
Spartan hairstyle and the dress of Spartan soldiers was not usually taken up
by upper-class adult men.^^ They had the choice to adopt some of these
distinctive features of fashion to show a more radical (and more
aristocratic) version of the Spartan look.^"* Finally, some items of clothing
2' Studniczka 1886: 134-35; Amelung 1899: 2310. On Herodotean usage, see below,
note 44.
22 Cf. Geddes 1987: 323-27; M. C. Miller 1997a: 155.
2^ The mantles called tribones were typical of Sparta, and were considered exceptional for
upper-class Athenian men: Geddes 1987: 320; David 1989: 5 and 11. Achamian farmers and
poor Athenian men wear tribones; see e.g. Ar. Ach. 184; Vesp. 1 16; PI. 842, 882; Lys. 32. 16;
Stone 1984: 286. Tribones were also the distinctive costume of some ascetic philosophers:
Socrates (PI. Smp. 219b, Prt. 335d) and Antisthenes (D.L. 6. 13 and 22).
2"* Plato the comic poet mocks the ostentatious austerity of a Laconizing Athenian by calling
him ojiapTioxaiTTiv p\)jiok6v5\jXov eX,KeTp{ptova (fr. 132. 2 K-A), roughly a man "with
Spartan-style ropy hair, dirty knuckles and trailing cloak." Other habits of Laconizing
Athenians are listed in PI. Prt. 342. M. C. Miller 1997a: 256 explains the fad for Spartan
fashion as a reaction against the vulgarization of Persian fashion.
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adopted from Sparta were extravagant, and not at all austere. ^^
Aristophanes pokes fun at costly Spartan slippers, which have upper-class
as well as unpatriotic connotations. ^^ Following too closely a foreign style
of dress can lead to one of two opposite extremes: luxury or excessive
negligence. Fifth-century Athenians thought they found the right balance.
However, even in a democratic and uniform system of fashion, such as
that described by Thucydides, it was easy to find a slight variation to
display social superiority; we do not need to know all the details of these
distinctive traits to understand the social implication. An instance of the
search for distinction within an egalitarian fashion-system can be found in
pre-independence, twentieth-century India. During the struggle against the
British, the Indian upper classes adopted a very simple hand-woven cotton
costume (khadi dress), which was meant to eliminate visual distinctions
between rich and poor (Tarlo 1996: 101). However, social inequality was
quick to reappear. "When wealthy townsmen adopted khadi, they may have
appeared to be choosing the clothes of the masses but very often they found
a means of stressing their own superior refinement by sporting expensive
fine khadi . . . ; fineness of cloth denoted not only wealth but also social and
ritual superiority" (Tarlo 1996: 105).
What matters is not a precise reconstruction of the fashion, but the way
Indians, Athenians or other ethnic groups see themselves, and the ways they
interpret the narratives about their past in order to play their ethnic and
sexual roles. As M. C. Miller 1997a: 186-87 notes, Thucydides'
description of the "moderate dress" of Athenian upper-class men is an
ideologically charged interpretation of a very complex reality, and obscures
the fact that the Athenian elite also resorted to Spartan and Persian models
for acquiring special distinction. However, in Thucydides' text at least,
these traits are suppressed from public discourse. The Athenians' ethnic
role of choice was that of "not-too-soft" lonians.^'^ Athenians are different
from lonians, and take the "best" of Spartan fashion, without its excessive
austerity. Their appearance makes them democratic and free; and it makes
them democratic in a way that is advertised by part of the Athenian society
as a development of and improvement on the Spartan "equality."^^
of Spartan fashion, and that the aura of austerity and moderation was part of "the self-
conscious forging of a myth."
^^ Cf. Ar. Vesp. 1122-71 (Bdelycleon is made to wear Persian dress and Lxikonikai,
"Spartan slippers"; see Stone 1984: 271-72); see also M. C. Miller 1997a: 153-54: "the
persikai, a kind of women's shoe. . . Aristophanic contexts show that they were considered
luxurious (Lys. 229; Th. 734; Clouds 149 ff.)."
^^ The Athenians stress their distance from the Ionian ethos just as the relationship with
' their Ionian partners in the Delian League becomes more strained: Corsaro 1991: 53.
^* Geddes 1987 has shown that this role presented them as leisurely, free from manual work
and athletically fit; it also declared that they were equal. In a famous passage, the Old Oligarch
([X.] Aih. 1. 10-1 1) criticizes the lack of a distinction in the dress code between free men and
slaves. This is probably an exaggeration, but it is significant that it could be made.
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II 4. The Male Tragic Costume and the Hypsipyle
On stage, this connotation of men's Dorian attire can be made relevant by
contrast. The tragic costume seems to have been quite traditional. Our
scanty sources seem to agree that the costume of the actors was codified by
Aeschylus, at the beginning of the fifth century, and that it had not changed
much ever since.
Of course some characters in tragedy (barbarians in particular) were
identified by special costume, and occasional innovations were introduced
(Euripides is notorious for dressing his Greek kings and heroes in rags).
Still, we can be confident that the costume for upper-class Greek heroes and
heroines in tragedy did not change in its essentials in the fifth century. The
dress of auletai, for which we have clearer and more abundant evidence,
shows a similar conservatism.^^
Some sources indicate a similarity between tragic costume and that of
the priests of Eleusis^^ and again between Eleusinian costume and the dress
of the Persian king.^' Margaret Miller has shown that there was no
specifically priestly attire in Athens.^^ Long chitones had to do for special
occasions. This might be all the similarity that there was between theatrical
costume and priestly attire. ^^ Whether or not fifth-century Athenians
associated tragic costume with priestly attire, Persian royal garments, or the
luxury of Ionian chitones, it is clear that the elaborate costume of tragic
.actors (with sleeves) was at the opposite extreme of the spectrum from the
(allegedly) democratic "Dorian/Spartan" sleeveless dress of the male
audience.
Just as the festive occasion allowed priests to don the elegant dress of a
bygone era (the long chitones), the costume of male actors in tragedy was
perceived as something from the past or from an exotic land. The
conservatism in matters of costume distances what happens on the stage
from the hie et nunc of Athenian life. This distancing strategy is inherent to
^^ They retain their long, expensive (Dem. 21. 156) dress with sleeves, even if in the fifth
century they abandon the more clearly oriental ependytes (a long tunic with sleeves, used by
priests and kings in Persia) for a sleeved chiton (M. C. Miller 1989: 315; 1997a: 161 f. and
175; Geddes 1987: 313).
^° Chamaeleon (?) apud Athenaeus 21d (transl. Gulick 1927): "Aeschylus, too, besides
inventing that comeliness and dignity of dress which Hierophants and Torchbearers emulate
when they put on their vestments, also originated many dance-figures and assigned them to the
members of his choruses" (= Aesch. T 103 Radt; see Radt's comments ad loc.).
^' From the story in Plut. Arist. 5. 6-8 it appears that the Eleusinian torch-bearer was similar
in his KOUT] and otpocpiov (= "hair(style)" and "headband") to the King of Persia. AlfOldi
1955: 53 links this passage with the so called oyKoqof theatrical masks, but the oyKoq is post-
classical: Pickard-Cambridge 1988: 189-90. Cf. M. C. Miller 1989: 317-19.
32 See M. C. Miller 1989 passim, refuting Thiersch 1936: 37-38 and AlfOldi 1955. Thiersch
thought this dress was the so-called ependytes (see above, note 29).
33 Long chitones were considered elegant and gave distinction. The archon basileus on the
Parthenon East Frieze is wearing one such chiton: M. C. Miller 1989: 321. On the costume of
priests, see also Stone 1984: 278. Goetsch 1995. on the basis of her personal experience,
maintains that chitones would prove very impractical for chorus members to dance in.
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the genre, just like the convention that keeps contemporary Greek
characters away from the classical tragic stage while admitting
contemporary or near-contemporary Eastern characters (Darius, Xerxes,
Gyges [in a post-classical play?]).^'*
These considerations can help us to understand better a passage from
the Hypsipyle of Euripides. The chorus of women from Nemea announces
the arrival of Amphiaraus on stage {Hyps. fr. I iv 10-14 Bond = 112-16
Diggle, transl. Page 1941):
CO Zeu Nejiea(; Tna5' aXooc, excov
xxvoc, ejiTtopiai xoiiaS' eyyuq opw
Ktkaxac, 't,z\vovc, Acop{5i 7cenA,(ov
eaOfiti aa(pei^ 7ip6<; xoijaSe 56no\)(;
oxeixovxaq eprmov dv' dXaoq;
Zeus, lord of our Nemean grove, for what business are they come, these
strangers?—I see them close, in Dorian raiment, plainly, approaching:
toward the palace they stride through the lonely grove.
Bond 1963, on lines 12 ff., comments that "Doric nkKkox should not be
strange in heroic Nemea. The emphasis on Dorian dress is odd, and may be
intended primarily for the Athenian audience."^^ Amphiaraus complains
about the distance and the annoyance of traveling, but Mycenae is not far
from Nemea, and he is glad to have come at last to a site he knows, the
meadows of Zeus at Nemea. ^^ What is needed here is the reason the Dorian
aspect of Amphiaraus and his attendants is stressed, and with what it is
contrasted.^''
The "unmarked" tragic costume for a Greek character was an elaborate,
heavily decorated affair. This explains why Amphiaraus is "illogically"
conspicuous for his simple Dorian dress. The tragic dress code was stuck at
the beginning of the century.^^ When the Hypsipyle was produced, between
^^ On "historical" tragedies, see Kannicht's list in his first apparatus to TrGF adesp. 664; V.
Martin 1952: 5-7. Greek characters from classical times appear on the tragic stage only in
post-classical times (cf. Moschion TrGF 97 F 1), so as to preserve the distancing effect.
Phrynichos was fined for showing the suffering of contemporary lonians on stage {TrGF 3
T4).
Bond 1963: ad loc. adds that "dress is commented on elsewhere as an indication of origin,
e.g. Aesch. Suppl. 236 f., Hec. 734 f."
^^ See I iv 15-21 Bond = 117-23 Diggle (1998). Amphiaraus admits that he is a foreigner
in Nemea (fr. I iv 34-36 Bond = 136-38 Diggle): "We are Argives by birth, and come from
Mycenae; crossing our frontiers to another land, we wish to make sacrifice for the Danaid
army" (transl. Page 1941, adapted). "Danaid" is equivalent to "Argive" (cf. also fr. 60. 34
Bond = 207 Diggle). This rules out the conjectures advanced by Wilamowitz for fr. 64. 87
Bond= 272 Diggle.
^"^ For "Dorian Argos," cf. e.g. Soph. OC 1301. The only other male characters that appear
in the play are Hypsipyle's sons Thoas and Euneos, from Lemnos.
^* Similar claims are made for the tragic language (a point I owe to David Sansone): W. G.
Rutherford 1881: 3 argues that "the basis of the language of Tragedy is the Attic of the time
when Tragedy sprang into life" (cf. pp. 4-31; for qualifications, see BjOrck 1950: 365-68).
Late fifth-century tragic language was certainly archaizing, but old Attic was not the only
dialect that played an important role. See Horrocks 1997: 20-21 for a very concise survey.
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412 and 407,^^ that dress looked extravagant and Ionian or oriental,
Amphiaraus was famous in Greek myth and cult for his justice and self-
discipline, and is very much unlike the other six attackers of Thebes."*^ The
Dorian dress on a man suggested exactly the qualities of moderation and
temperance that Amphiaraus is keen to boast about when he gets a chance:
Far goes the tale through Hellas, that my gaze is modest (sophron). And
this, lady, is my nature—self-discipline, and a discerning eye."*'
His Dorian dress is the visual counterpart of his moral qualities. He and his
companions wear a (relatively) simple, Dorian-style dress, just like the
"moderate" contemporary Athenians: He acts as a prefiguration of the
"modern" generations, the generations to come, that is the Athenians that
watch the Hypsipyle and that visit the sanctuary of Amphiaraus at Oropos.
III. Dorian Dress for Women
The sexual roles required Athenian wives to be visibly different from the
men. Spartan women were not a good role model: They were beautiful,'*^
yes, but too "athletic," too strong and far too powerful in Spartan society.
The Dorian costume, Herodotus tells us, was the default dress for women
all over Greece from time immemorial, but was clearly unsuitable for
Athenian ladies, and had to be abandoned after a particularly horrific event.
His is the only account of the change, but is endorsed by other historians
(Douris). The story he narrates is fanciful history; it is however a very
impressive metaphor of the disturbing qualities of the Dorian dress when
worn by the "wrong sex."
In his fifth book, Herodotus narrates the vicissitudes of Aegina in the
archaic age, and her wars with Athens. At an unspecified point in the sixth
century BC, Aegina defeated an invading Athenian army.'*^ Only one
Athenian soldier managed to escape death (5. 87. 2-88. 1, transl. De
Selincourt 1996):
When he reached Athens with a report of the disaster, the wives of the
other men who had gone with him to Aegina, in grief and anger that he
3^ Cropp and Pick 1985: 76 and 81; Cockle 1987: 41.
'*" He is visibly different from the others as his shield does not have a sign (Aesch. Sept.
591; Eur. Pho. 1111 f.). Praise is lavished on him at Eur. Suppl. 925-27. He appeared in a
number of plays at Athens; cf. Kannicht's apparatus to TrGF adesp. 3a. He is dressed in a
"Dorian" dress in LIMC "Amphiaraos" 54, 61, 63-67 (Krauskopf 1981: 701-02). The
sanctuary of Amphiaraus at Oropos (in disputed territory between Attica and Boeotia) was
especially popular with Athenians during the Peloponnesian War: Schachter 1981: 23-24;
Hubbard 1992: 101-07, esp. 106 n. 80. I do not think it probable that in the Hypsipyle
Amphiaraus wore the phoinikis, that is the fifth-century dress of Spartan soldiers (on which see
David 1989: 6).
'" Hyps. fr. 60. 44-46 Bond = 213-15 Diggle, transl. Page 1941.
'*^ Od. 13. 412 ZTidptTiv KaA,X,iYiL)vaiKa, Ar. Lys. 79-84; see also Thgn. 1002; Theocr. 18
passim; Cartledge 1981: 93 and n. 58.
'*^ On the chronology, see Morris 1984: 107-15 and Figueira 1985.
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alone should have escaped, crowded round him and thrust the brooches,
which they used for fastening their dresses (Kevxevaaq xfiiai Jiepovriiai
Twv 'nxaimv),'*'^ into his flesh, each one, as she struck, asking him where
her husband was. So he perished, and the Athenians were more horrified
at his fate than at the defeat of their troops in Aegina. The only way they
could punish their women for the dreadful thing they had done was to
make them adopt Ionian dress (iaQr\xa . . . iq ix]v 'Id5a); previously
Athenian women had worn Dorian dress (eaGfiTa A(opi5a), very similar to
the fashion at Corinth; now they were made to change to linen tunics (eq
Tov Xiveov KiGcova), to prevent them from wearing brooches. Actually
this kind of dress is not originally Ionian, but Carian; for in ancient times
all women in Greece wore the costume now known as Dorian.'*^
Herodotus' account is only partially vindicated by iconographic sources. It
appears that the change in dress style was less sharp and noticeable than for
men's clothes. In particular, Dorian peploi were commonly worn by
Athenian women in the fifth century along with chitones^^
Moreover, Herodotus' contention that the female Dorian dress was the
default dress in seventh-century Greece is difficult to prove. The archaic
female costume, as represented in seventh-century iconographic sources
(the so-called "Daedalic dress") only bears partial resemblance to the peplos
(Ridgway 1984: 36). By the sixth century BC, peploi of a kind did make
their appearance in iconographic sources, and this probably reflected
everyday usage;'*'' Herodotus (or his sources) probably represented as
Dorian peploi the archaic pinned dress required by the story about Aegina
and Athens, and merged (or did not perceive a discontinuity) between
Daedalic dress, sixth-century peploi and the Dorian dress of classical times.
In one point the account is accurate: Figurative evidence supports
Herodotus' claim that chitones were adopted by Attic women in the sixth
century."*^
Other accounts of female Dorian costume focus on the eroticism of
Spartan athletic nudity^^ and of the skimpiness of Dorian peploi.^^ Greek
Himation does not mean here specifically "upper garment for outdoor wear" (so Macan
1895: ad loc.). Herodotus uses this word also for clothes in general: cf. 1. 9. 2; 2. 47. 1-2.
^^ Herodotus goes on to discuss the size of pins at Argos and Aegina, and dedication of pins
at Aegina. His statements on these matters are only partially supported by the archaeological
evidence: Dunbabin 1936-37: 83-85; Lorimer 1950: 359 and 395; Jacobsthai 1956: 90 and
100 n. 2; Morris 1984: 111; Figueira 1985: 55-56.
'^^ Dorian peploi are predominant in the sculpture of the severe style (circa 480-450 BC),
and still common in the period 450-400 BC, when chitones prevail: Ridgway 1984: 41. Cf.
Thiersch 1936: 32-33 and M. C. Miller 1989: 315, on iht peplos of Athena.
*' Ridgway 1984: 40: 'The archaic 'peplos,' in its tunic-like, short-sleeved form without
overfold, comes closest to a contemporary dress"; Ridgway emphasizes the differences from
the classical peplos with overfold.
*^ See Morris 1984: 110; E. B. Harrison 1977: 47-48; 1989: 44; 1991: 217-19; Ridgway
1977: 50; Jenkins 1983: 29-31; Geddes 1987: 316 n. 85.
"•^ Ibycus fr. 339 PMG\ Soph. fr. 872 Radt (both mentioned by Plut. Comp. Lye. Num. 3);
Propertius 3. 13 passim and Fedeli 1985: ad loc.; Manfredi and Piccirilli 1980 on Plut. Lye. 14,
lines 28-29; Cartledge 1981: 91-92. Athenian writers are less critical of ritual nudity at
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sculptors dressed their female figures with loose peploi when they wanted
to represent partial female nudity, and contrasted them with other female
figures wearing more modest chitones (Ridgway 1984: 45 f., 49). Female
athletic nudity, partial or total, was practiced by a small age-class only, that
is adolescent girls. Many non-Spartan writers extended this connotation to
Spartan women of a more mature age.^'
In conclusion, the social pressure to differentiate the female and the
male costume was so strong that Athenian ideology (as represented in
Herodotus' story) exaggerated a change in women's fashion that was in fact
not so sharp and neat. The two stories narrated about the Dorian style of
clothing of the two sexes are obviously symmetrical, and reveal that the
discourse about gender was essential to the self-definition of Athenian
identity ,^2 and to the ideal of the democratic city. Only Athens has found
the right mixture of Dorian and Ionian, assigning to each gender its place.
The Dorian attire, in its various forms, is thus presented as at the same
time too masculine and too feminine for women. It is too masculine
because it reveals them as athletically fit and (on one occasion) gives them
weapons to kill a man. It is too feminine because it makes women too sexy
and too prone to lust and luxury. We will see how Euripides strengthens
the anti-Spartan discourse with these topoi. Other writers, such as
Callimachus and Xenophon, show a different approach to the problem, and
find their own ways to reconcile "Spartan" athleticism with modesty,
decorum and "proper" eroticism.^^ Euripides adds another point against
Spartan women's dress: He associates it with orientalism and excessive
luxury.
Athens: Young girls performed part of the arkteia rite naked (cf. Ar. Lys. 645 and
Sommerstein 1990: ad loc, with bibliography; Thommen 1999: 138).
50 Cf. Anacr. fr. 399 PMG; Pythaenetus FGrHist 299 F 3 (= Athenaeus 589f); Plut. Lye. 15.
l;Plut.D/c/a Lac. 232c.
5' In the Lysistrata Lampito is a married woman but she does gymnastics and jumps "heel-
to-buttocks" {Lys. 82; see Sommerstein 1990: ad loc). Her dress is open at the side, in the
Doric fashion, and reveals the impressive forms of her "robust frame."
5^ Herodotus mentions the Athenians along with Argives and Aeginetans as his sources for
various details of these events (Hdt. 5. 87. 1-2). Figueira 1985: 57 claims that "the brutal
killing of the survivor and the change in dress at Athens" are part of the story as told by the
Aeginetans. However, the last source mentioned before the passage quoted above is "the
Athenians" (cf. 5. 85. 1 and 86. 1 for the Athenian account). It is unlikely that the Aeginetans
would invent an aition for the change of costume at Athens. The dedication of pins (5. 88. 2-
3) is certainly part of an Argive and/or Aeginetan account, but the change of dress for Athenian
women was not necessary for the Argive/Aeginetan aitiological myth to work. Besides, the
Athenian account and the Argive and Aeginetan sources are not always in disagreement
(5. 87. 1).
^^ In Xenophon's liberal opinion, a bit of housework will provide the necessary workout for
the chaste but attractive wife; no need to go to a Spartan-style gym {Oec. 10. 10-13). See also
Mem. 2. 1. 22 and Geddes 1987: 319. Callimachus presents a "positive" example of "Doric"
femininity in Lav. Pall. 13-32, where Athena is described as a Dorian/Spartan maiden who
rejects ornaments and perfumes (cf. Bulloch 1985: on line 16), but exercises, and wears a
pinned peplos (line 70).
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What did the female Dorian costume look like in the theatre? The
standard dress for actors playing women probably was a fancy ankle-length
sleeved dress that recalled the chiton, similar to the costume worn by the
actors that played men's parts. Some women who appear on stage (such as
the chorus of Hecuba) are presented as wearing a dress that recalls the
skimpy female Dorian costume. This costume was not necessarily identical
with a real-life Dorian dress, but was meant to remind the audience of that
dress. It probably left most of the arm bare (or made them look so), and
was kept in place by pins.^"* Other Dorian female characters, such as
Hermione in the Andromache, probably wore an exceptionally luxurious
dress. It is impossible to be sure about the exact appearance of these
costumes. They might have looked like Dorian peploi, with added extra
decorations and jewelry, such as fancy pins. Otherwise the actors could
have worn Dorian peploi over the standard stage dress (for peploi worn over
chitones, cf. Ridgway 1984: 40 n. 42, 45 and n. 64), or could have had an
exceptionally decorated version of the standard stage costume. Some of the
Dorian costumes probably had oriental connotations, especially in the case
of Helen {Trojan Women). In the complete absence of direct figurative
evidence for these plays, we can only guess. What is clear is that the dress
was perceptibly different from the standard theatrical costume, that it had
foreign connotations (Dorian and/or oriental), and that the text drew
attention to these features. Dorian connotations seem to be given to all that
deviates from the standard costume in the direction of audacious
skimpiness, masculine athleticism, or extravagant luxury.
IV. Euripides
I.Helen
The figure of Helen substantiates the association of Dorian dress code with
orientalism, luxury and immodesty. She appropriated {Tro. 991-97) and
brought to Greece {Or. 1113) the Trojan xp-ucpf). In the world of myth, she
is the bridge between the two continents of fashion. Passages from the
Cyclops, the Trojan Women and the Orestes present her as fascinated with
Asian luxury .^^
At Trojan Women 991-97 Hecuba argues that the riches of Phrygia
attracted Helen just as much as the beauty of Paris (transl. Kovacs 1999):
^'* The parts of the body that had to appear naked were not necessarily so. Tights were used
in comedy and satyr-play to represent stage nudity: Pickard-Cambridge 1988: 213 n. 2, 217,
221,363.
" Cf. Cycl. 182 f., Tro. 993, Or. 11 10 f., also Hel. 926 f. and W. Poole 1994: 19-21. The
first extant figurative representations of Paris in oriental dress date to the 440s-420s (pace
Seaford 1984: on Cycl. 182-84: "after 400 BC"); see Kossatz-Deissman 1994: 180, 183, 187,
esp. no. 40 (ca. 430-420 BC: trousers), 49, 103 (ca. 440 BC: Phrygian cap); Clairmont 1951: 52
and 105.
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You saw him resplendent in the golden raiment of the East, and your mind
became utterly wanton. For in Argos you lived with small means, but you
thought that by being quit of Sparta you would be able to flood the city of
Troy, which is awash in gold, with your extravagance. Menelaus' palace
was not grand enough for your luxurious tastes to run riot in.
The text overtly disapproves of barbarian wealth, and a condemnation of
Spartan greed is probably implied as well.
However, Margaret Miller has shown that at the end of the fifth century
the Athenian upper class was in fact just as fascinated by Persian clothes as
Helen had been before them.^^ In that context, the figure of Helen becomes
also a projection of "censored" desires, a means of condemning the
orientalizing fashion while at the same time representing it on stage and
glamorizing it. Helen, just like Clytemestra or Hermione, is a non-Athenian
woman, a human being twice removed from the Athenian male citizens.
Displacing the luxury onto stigmatized non-Athenian mythical characters
was a way of allowing them on stage.^^ In this way the public discourse
defined the realm of what was possible for ordinary citizens, and
constructed a net of conventions for regulating the appearance of Athenian
women.
IV 2. Andromache
The Andromache offers a complex and elaborate presentation of the
ideological construction we have discussed. The most remarkable attribute
of Hermione is her dress. As she arrives on stage, she boasts about the
fancy apparel she is wearing (147-53, transl. Kovacs 1995):
The luxurious gold that adorns my head and neck and the spangled gown
that graces my body—I did not bring these here as the first fruits of the
house of Achilles or of Peleus: my father Menelaus gave them to me from
the city of Sparta together with a large dowry, and therefore I may speak
my mind.
Hermione stresses the wealth of her family of origin (Sparta), claiming that
her large dowry makes her financially independent. Her wealth allows her
to speak her mind freely. Sparta was pictured as poor in the passage from
the Trojan Women that we have just seen and Spartan wealth is certainly
not proverbial. However, a very different tradition was also known in
antiquity. Tantalus had the reputation of being very rich indeed and his
^^ Here Euripides is quite vague about what exactly was felt to be exotic and fascinating in
Paris's attire; in the Cyclops passage the Phrygian trousers of Paris are singled out as especially
ludicrous.
^^ Semipomographic descriptions of half-naked women appear in Greek tragedy only if
there is some sort of excuse in the plot (Polyxena in the Hecuba), or if the women are
somewhat removed from the ideal standard of an Athenian lady (Hermione in Soph. fr. 872;
bacchants (?) in Chaeremon TrGF 71 F 14). Similarly, the display of wealth was not censored
if the text disapproved of it.
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name was proverbially associated with td>xcvTa since Anacreon's time.^^
The wealth of Menelaus is referred to by Euripides in the Orestes (348-51),
just as it is here in the Andromache. As for real life, the myth of Spartan
poverty in the fifth century has been effectively revised by modem
historians.^^
Andromache's claims are "historically" credible: Spartan wives were
financially independent from their husbands, at least by the standards of
ancient Greece.^ Aristotle claims that the Spartan constitution had the
defect of letting women control too much wealth ("two fifths of the whole
country," Pol. 1270a),^^ and he accuses Spartan women of "giving free rein
to every form of intemperance and luxury" (^(oai yap ocKoXdoxcDq 7tp6<;
djiaaocv oKo/^aiav koi xpucpepaK;, Pol. 1269b24).
There is another dimension to the affluence of Hermione. Her words
echo the prologue, spoken by Andromache (1-6, transl. Kovacs 1995):
Glory of Asia, city of Thebe! It was from you that I once came, dowered
with golden luxury, to the royal house of Priam, given to Hector as lawful
wife for the bearing of his children.
Both women narrate how they married into a famous family. Both stress
the extraordinary wealth of their dowry. Hermione is thus assimilated to
Asian luxury; she ousts Andromache from the unenviable position of the
extravagant queen.
Hermione fulfills the worst stereotype of the Spartan woman. She ends
up leaving her husband and eloping with another man, just as her mother
did before her.^^ Peleus claims that her behavior, just like her mother's, is
nothing but the expected product of a Spartan education—and of Spartan
dress. The unchaste behavior is simplistically but powerfully explained by
Peleus with reference to the immodest clothes Spartan women wear when
they exercise in the gymnasia (595-601, transl. Kovacs 1995):
No Spartan girl could be chaste even if she wanted to be: they desert their
homes with bare thighs and loose robes and (intolerably to me) share the
running-tracks and wrestling-schools with the boys. Should one wonder,
then, that you do not educate your women to be chaste?^^
5^ Cf. Or. 340 and 807; WilUnk 1986: on Or. 4.
5^ Hcxlkinson 1994 and 1997 (with bibliography for the opposite view); also Nafissi 1991:
227-76.
^ See Cartledge 1981: 96-98; Foxhall 1989.
^' See Powell 1988: 260 nn. 267 and 268; Cartledge 1981: 97-99.
^^ Incidentally, her new man, Orestes, has just had her first husband killed—a nice touch,
given that Hermione accused Andromache of sleeping with the murderer of her former
husband (170-72).
^^ On the characterization of Spartan women in the Andromache, see Citti 1979: 148-49.
Peleus argues that Hermione is "the daughter (literally, "the filly") of a bad woman" and
daughters "export fsc. to their husbands' homes) the faults of their mothers" (621 f.).
Hermione too exercises. Andromache seems to be alluding to this when she claims that it
cannot be her "young and firm body" (196) that gives her the boldness to challenge Hermione:
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Hermione is presented as the opposite of a "proper" woman, in both
senses of the word. She is not a decent woman, as she does not respect the
social conventions about dress or self-expression that an Athenian woman is
bound to observe.*^ She even appears on stage half naked C829-35) when
distressed because her plot against .Andromache has failed. On the other
hand, Hermione is not a "genuine" woman: She is sterile. Andromache
said in her speech that she went to Hector's house as a wife 7iai6o-oi6;, to
bear children. And bear children she did. Hermione did not. The dress she
is wearing on stage was part of her down.', and. being connected with her
wedding, highlights her failure as a ;:ai6o7:oi6;.^- Lycurgus ordered
women to keep fit through exercise so that they would give birth to strong
and healthy offspring,^ but Hermione shows that the Spartan education had
exactly the opposite effects.
r\' 3. Electra
In the Electra the association between Asian and Spartan luxury is stressed
again. This time it is embodied by another Helen-like figure: not her
daughter, but her sister Clytemestra. Electra points out that CKiemestra
resembles Helen (1062-64 j and accuses her of caring too much about hCT
appearance, especially when Agamemnon was at Troy (1069-73).^
Clytemestra rejoiced in the defeat of the Greeks (1076-79) just as Helen
was accused of doing in a similar passage from the Trojan Women (IQOl).^
Dorian luxurv is again associated with Trojan wealth. 'VMien Agamemnon
came back CKiemestra characteristically seized the Trojan spo^^ and used
them to adorn her palace. She did not adopt an Asiatic dress, which is
shifted onto her slave women (314-18, transl. Cropp 1988):^
My mother, meanwhile, siis upon her throne amid Phrygian spoUs, and by
her place are stationed women from .\sia, slaves my father plundoed,
with Idean robes and brooches made of gold to fasten ibem.
The "young and firm body" most be Hennioae's. The line implies dat ,
and has a less firm and less atmctive pfaysiqae.
^ She wants to run her hooseliold just like the '^masculine" (dv5poSeiQ) Spartai women of
PluL Comp. Lye. Sum. 3.9.
^ I owe this point to Melissa MoeUer.
^X.Lac. 1. 3-4. PluL Lye. 14. 3, Cwnp. Lye Num. 4. 1 and 3; Cartledge 1981: 93-94.
Note that Menelaus too is accused of falling short of the ideal of his sex: "Whai, do you
belong with the men, then, you uner cowaidT (Andr. 590, nansL Kovacs 1995).
^^ The prejudice against make-op and every sot (tf artificial means oi aiaudag fiemale
beauty is very strong in Greek idetdogy (prabaUy kss so in real life: PoMeioy 1994: oa X.
Oec.'lO.lj. Already in the Od\ssey Penetope bad shown die proper maadc tcmmii oragnBtics
(18. 169-96).
^ Helen used d>e successes of die Gieda to tease Pans: Tro. 1004-06.
^ The Trojan slaves are a compensation for her lost diiW, Iphigenia (El. 1000-03). that is
for the child that was the price of the Trojan War.
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Here we find again the usual connection of Asian dress, luxury and fancy
golden brooches. Clytemestra's dress is not explicitly oriental, but is
expensive and exceptional, as Electra points out (1139-40, transl. Cropp
1988):
Go on into this poor house; take care, I pray you, that the soot that
smothers the building does not soil your clothes.
Clytemestra is contrasted with the virginal daughter Electra, who wears the
tattered rags that she weaves herself^^ and says (303-13, transl. Cropp
1988):
Report to Orestes . . . : first, the clothing I wear while I am stabled here,
the squalor that burdens me, the shelter I dwell in cast from those royal
halls, myself toiling at the shuttle to make my clothing. . . Missing the
festive rites, deprived of dances, I shun the women, since I am a maiden,
and feel shame before Castor.^'
Weaving everyday clothes, if demeaning for a princess, was a traditional
duty of the Greek woman, but here Euripides makes it symbolic of Electra'
s
isolation. Electra is in a no-woman land: She does not belong any more to
the dances of virgin girls than she does to the celebrations of married
women. Her refusal to borrow clothes from the chorus and to participate in
the festival of Hera with either virgins (174) or wives (179) is symbolic of
her will to stay in that liminal condition. The lack of proper dress puts her
in a category of her own (neither virgin nor married woman). This is
contrasted with the dress of her mother, who usurps someone else's wealth
to pay for her own clothes, and is an adulterous wife who has killed her
husband and married her lover (again an irregular situation).
In this play, however, the Helen-like figure is different from the
stereotype: Clytemestra has changed and repented (1 105-10). The play is
also different from Andromache in its explicit stress on patrilinearity:''^
Electra is her father's child (1 102-05), just as Athena proclaims herself to
be in the EumenidesJ^ So the Electra reuses some of the Dorian
stereotypes with a twist: The father-like woman who complains of being
excluded from the luxury of the Trojan wealth (186-90) turns out to inherit
'° The "old man" assumes that she used to weave some for her baby brother. The passage
(Eur. El. 538-44) includes a complex allusion to the Choephori (Goldhill 1986a: 247-50;
Battezzato 1995: 126 f.).
'' Just as Clytemestra should do; of. 1064.
'^ In this play the theme of childbirth is again prominent, but the female stereotypes are
different. Clytemestra is fertile, whereas Electra only pretends to have had a male child (652;
she is also a mother-figure to Orestes: "I nurtured you," 962; cf. Cho. 908).
'' El. 1 102-05 (transl. Cropp 1988): "My child, affection for your father is in your nature.
This is something that happens—some belong to their fathers, while others are more devoted to
their mothers (ol ^ev eioiv dpoevcov, / oi 5' au (piA,oiioi \ir\\kpac, \ia.Xko\i naxpoc,)"; cf. Eum.
738: KOtpxa 5' eini xo\> naTpoq, "I am very much my father's child."
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some of the aggressiveness of her mother—and, like her mother, repents in
the end (1190-1205).
IV 4. Hecuba
We can now see how the stereotype of the woman in Dorian dress works in
the Hecuba. In the third stasimon, the chorus narrates the fall of Troy. The
Trojans thought the Greeks had left, and celebrated the event. The women
were making themselves up and preparing to go to bed with their husbands.
Then the Greeks attacked (933-34): "I left the marriage-bed I loved" says
the chorus, wearing only "a single mantle (peplos) like a Dorian girl" (Xex^
6e (piXia [iOvomnXoq Xinovaa, Act)pl<; ax; Kopa, transl. Collard 1991). The
connotation of eroticism is explicitly relevant to the stasimon: The women
of the chorus were in the preliminaries of love-making, and would not have
dared to appear in public wearing only one peplos under normal
circumstances. It is nothing less than the sack of the city that forces them to
this unseemly behavior.
It is probable that the chorus is wearing on stage the "Dorian" dress it
describes. The women were forcibly taken from Troy at the time of the
attack (937 ff.), put on a boat and taken to the Chersonese, where they have
been for the past three days (32-34). They were definitely not allowed time
to change clothes, and even without the mention of the "single-mantle"
dress we would have assumed that their costume was such as to show their
condition as captives. The "scandalous" Dorian attire would have made
them look more pitiable.^^
When Polymestor enters Hecuba's tent he is greeted by a gcoup of
Trojan captives (1150-59). They are not part of the chorus, but are to be
imagined dressed like their fellow prisoners. They cast themselves as
"decent" women, moved by motherly feelings towards Polymestor'
s
children. They also display a properly feminine interest in weaving (cf.
already 466-74) when they examine and praise Polymestor' s fine clothes
(1 151-59). The idyll is suddenly interrupted by the killing of the children.
The women (1 161-62) "suddenly take swords from somewhere inside their
dress'^^ a^j s^ab the boys," and (1168-71, transl. Collard 1991)
finally—cruelty worse than cruel—they perpetrated horror: my eyes
—
seizing brooches (nopnaq) they stabbed the pupils of my poor eyes, made
them into gore.
This scene is the most vivid depiction of the aggressiveness implied by the
Dorian robe: They blind Polymestor just as the Athenian women killed the
Mossman 1995: 90 speaks of "bitter irony": "the sheltered eastern matron is having to run
like 'a tough Spartan girl."
'^ Polymestor had asked earlier whether Hecuba and the Trojan women were hiding money
or gold in their robes (1012 f.).
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poor survivor in the story narrated by Herodotus. ^^ The Trojan women
prefer the brooches to the sword as a weapon for blinding, thus following
mythical and pseudo-historical examples. Polymestor is a sort of inverted
Oedipus, who kills his foster-son and is blinded in retaliation. Oedipus used
the pins of Jocasta's dress to blind himself, according to both Sophocles and
Euripides.^^ The picture of Jocasta half naked after the pins of her dress
have been taken by Oedipus is left undescribed, but a similar image is fully
exploited in a passage of Trachiniae (923-32), where Deianeira removes
the pins of her dress to bare her breast before killing herself with a sword.
The Trojan women in the Hecuba probably used the pins of their own dress
to blind Polymestor, loosening their dress. Earlier in the play, the
messenger narrated how Polyxena tore her dress open and exposed herself
to the crowd (557-65), offering her torso to the sacrificial sword of
Neoptolemus.^^ The Trojan women are not described as half naked like
Polyxena or Deianeira, but their act of violence summarizes the disturbing
associations of the Dorian dress.
Scuola Normale Superiore, Pisa
^^ Cf. Jenkins 1983 and Nenci 1994: 282. The scholiast, when commenting on the third
stasimon and explaining the reference to the Dorian dress, reports the story about the killing of
the Athenian soldier that we have read from Herodotus. The scholiast gives the version of
Douris {FGrHist 76 F 24; see Jacoby's comments and Landucci-Gattinoni 1997: 251-53). He
probably realized the similarity of Polymestor' s punishment to the fate of the Athenian soldier.
''''
See Soph. OT 1268-69 and Eur. Pho. 60-62. The wording of Pho. 61-62, ic, 6\i\iaQ'
ahxov 6eiv6v euPdXXei (povov / xpuoTiXaxoiq Jtopjiaioiv a\\ia.^ac, Kopaq, is similar to that of
Hec. 1117, where Agamemnon asks Polymestor, zic, 6\ni' tQy\Kt xucpA^v ai|id^a(; Kopaq; See
also Hec. 1 170-71 Kopaq / Kevtoiiaiv a'ludooouaiv.
'^ Studniczka 1886: 28 argues that Polyxena must be wearing an Ionian dress, rather than
the Doric peplos, which would have been easier to unfasten (as Deianira does) than to tear (as
Polyxena does). Bacon 1961: 125 concurs.
21
The Play of Space: Before, Behind, and Beyond in
Euripides' Heracles^
RUSH REHM
A spatial approach to Euripides' Heracles, and indeed to any piece for the
theater, forces us to confront at the outset the phenomenology of theatrical
presence. Live performance—whether as past or present reality, or as future
prospect—is what makes any Greek tragedy a play and not simply a "text."
The scare quotes are precisely that, for a significant body of critical work
over the past three decades has involved the conversion of Greek tragedy
(and a good deal more) into written artifacts to be understood as such; not
so much in the old philological sense as in the figurations of post-
structuralism that view tragedy as part of the cultural megatext that "writes"
fifth-century Athenian society for the enlightened critic to read.^
This tendency has resurfaced in the current theoretical interest in
"space," a buzzword in performance and cultural studies, used to indicate
pre-existing principles of cultural organization, analogous to the Marxist
substructure on which the cultural superstructure is erected. This
"postmodern" space does not reflect Enlightenment understanding that
space and time provide the givens of human experience, nor does it
articulate with the empirical realist notion that humans are terrestrial
creatures bounded by the earth on which they move, perceiving one thing
behind another, and so on, nor does it manifest any interest in the innate
biology of perception or other mental processes that pre-exist enculturation.
' My thanks to Eric Csapo, Martin Cropp, and David Sansone for scholarly and editorial
assistance. My deep appreciation to the organizers of the conference, and to Des Conacher,
whose seminar on Euripides at Stanford I had the good fortune of attending in 1981.
^ From Goldhill 1986a to Goff 1990, recent studies of tragedy emphasize the activity of
reading; regarding Oedipus Tyrannus, for example, Goldhill concludes (221) that it is "as
readers and writers that we fulfill the potential of Oedipus' paradigm of transgression."
Reading as the interpretative metaphor has worked its way into other areas of Classical studies.
In "Reading" Greek Death, Sourvinou-Inwood 1995: 1 proposes "methodologies for reading
the Greek discourse of death, which involves the reading of texts, images, and archaeological
evidence .
.
. methodologies capable of allowing us—in so far as this is possible—to read
ancient texts through the eyes of their contemporary readers." The fact that there were few
ancient readers seems irrelevant to the argument. For a similar interest in the texts (and
megatexts) of cultural production, see C. P. Segal 1986. Non-literary artifacts continue to be
converted into texts to be read, as exemplified by the panel "Reading Ancient Ritual" at the
APA's 130th Annual Meeting in Washington, DC, Dec. 30, 1998.
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Rather, the "space" of contemporary theory frequently involves a process of
hyperbolic substitution, where "space" replaces "text" as the socially
constructed predeterminate of meaning within a given society.^
Although this critical strategy has yet to have an impact on Greek
tragedy, conceptually driven accounts of the space of tragedy have emerged
over the past decade or so and merit a brief review.'* Froma Zeitlin, for
example, argues that Thebes on the Greek tragic stage represented a
counter-place to Athens, a negative space by which fifth-century Athenians
measured their own distance from tragedy.^ Adopting a different, but no
less dualistic scheme, Ruth Padel argues that inside and outside (the seen
and the "obscene" of on- and off-stage) represent the two operative spaces
in tragedy, and scholars drawn to gender issues frequently employ a similar
gambit, which ultimately derives from the binary oppositions of
structuralism.^
David Wiles and Lowell Edmunds have offered more subtle and
comprehensive accounts of space in tragedy, combining structuralist
dualities with semiotic accounts of the generation of meaning.'' Wiles views
tragic space as focussed on the center point, as if the audience had gathered
around a sacrificial altar, and then overlays that basic template with a series
of structuralist oppositions, including left/right, east/west, inside/outside
(like Padel), up/down (the vertical axis), and so on.^ Edmunds (modifying
Issacharoff) offers the following semiotic categories for understanding
tragic space: theater space (the architectural givens); stage space (stage and
set design, costumes, actors' bodies, make-up, etc.); and dramatic space
(created by the "stage-word"), subdivided into mimetic space (dramatic
discourse on the visible space of the stage) and diegetic space (words
focused on offstage space), further subdivided into "space represented as
visible to the characters on stage (but not visible to the spectators) and space
invisible to both the characters on stage and the spectators."^ In my view,
these categories achieve a taxonomic completeness at the cost of a theatrical
understanding of dramatic action and spatial interaction.
Insisting on the sine qua non of theatrical presence, I believe that we
can go beyond "reading" and "the linguistic turn" to a kind of spatial
understanding, which opens up interpretative possibilities at times parallel
^ Hillier and Hanson 1984 (space as "a morphic language"); Moore 1986; Soja 1989; Spain
1992; Chaudhuri 1995 (replete with such neologisms as "placiality," "hyperinclusion,"
"geopathology," "psychoanalysis embedded in geoanalysis," etc.).
''
I distinguish these approaches from the valuable theatrically oriented work of Taplin
1977a; Scale 1982; and Halleran 1985, the last specifically on Euripides.
5 Zeitlin 1990b.
^ Padel 1990; Williamson 1990; Shaw 1975; etc. For structuralist readings of Greek space,
see Vemant 1983; C. P. Segal 1986: 21-74, 268-93; 1997a: 27-157 passim.
'Wiles 1997; Edmunds 1996.
« Wiles 1997: 63-86, 133-86.
^ Edmunds 1996: 22-24 (modifying Issacharoff 1981). For guidance through the
"terminological minefield," see McAuley 1999: 17-35 and Wiles 1997: 1-23.
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with, at times opposed to, those emerging from structuralism, semiotics, and
postmodern theory. Applied to Euripides, such an approach might explore
the use of theatrical space within a given tragedy, and the way the play
engages the wider spatial practice—theatrical, civic, social—in which his
plays originally came to life.
The "before, behind, and beyond" of my title represents a first-order
approximation of the different spaces operating generally in Greek tragedy.
Before the audience is the setting, or scenic space; behind that, the extra-
scenic space (usually of the house) contingent to the onstage scene; beyond
that, various distanced spaces referred to in the speeches and choral lyric,
signaled by characters arriving from and departing to specific places, and
—
via a metatheatrical "back door" which we will enter later—manifest in the
fact of performance at the City Dionysia in Athens.'^ By focusing on the
interplay of before, behind, and beyond in Heracles, we can better
appreciate the spatial dimension of this strange and powerful play, opening
a new perspective on Euripides and his theater.
The tragedy opens in the center of the orchestra, with Heracles' father
Amphitryon, his wife Megara, and their three young sons discovered in
supplication at the altar of Zeus Soter, an altar built by Heracles himself
(48-50, 521-22).^^ As I have argued elsewhere, an altar located mid-
orchestra makes spatial sense of the play's emphasis on movement to and
from the house; a stage altar placed near the facade (if it were ever used in
Greek tragedy, which I doubt) would so limit this movement as to deny the
play its most significant spatial dynamic. ^^ -phg ^Itar provides the family a
temporary, island-like refuge from Lycus, who has cut them off from the
extra-scenic space of the palace by sealing shut the palace doors behind the
suppliants (53-54). The tyrant also has closed off the Theban borders
beyond the visible stage space (82-83), further isolating the suppliants.
Megara can find "no passage (Ttopov, the accepted conjecture) that leads to
safety" (80-81, also 54), and the situation worsens when Lycus sends
woodsmen to Helicon and Parnassus to chop down trees for a bonfire to
drive them from the altar (240-46), or bum them alive like some perverse
holocaust offered to the chthonic deities. With Lycus in control of the
geographical territory, and willing to run roughshod over the rights of
suppliants, the only space left for the family is that most distant of places.
Hades, where they will join Heracles among the dead.
Moved by the certainty of her husband's fate and facing a shameful
death, Megara will follow Heracles' courageous example: "I won't reject
'° For an expanded treatment of these spatial categories and their application to specific
Greek tragedies—including several by Euripides {Hecuba, Electro, Bacchae, and Medea, as
well as Heracles)—see Rehm, forthcoming.
" All references to the text are to Diggle 1981. Translations are my own.
'2 Rehm 1988: 302-03; cf. Bond 1981: 61; Hourmouziades 1965: 27, 45^6, 61, 75; P. D.
Amott 1962: 48, 51-53. Foley 1985: 152 mistakenly locates the setting at "the altar of the
temple of Zeus Soter." There is no such temple, visible or implied, in the play.
366 Illinois Classical Studies 24-25 ( 1 999-2000)
imitation (|i{^T|na) of my husband" (294), she says, preferring action within
the harsh limits imposed by Lycus to Amphitryon's empty hopes and vain
words (307-11). Persuaded to unseal the doors and allow Megara to array
her family for death (327-35), Lycus promises on his return to "give you
over to the underworld." The simple act of opening the doors behind the
suppliants serves to "unfreeze" the action—first, Lycus and his henchmen
depart by an eisodos (335), then Megara leads her children into the house
(338), and finally, after an outburst against Zeus for not helping suppliants,
Amphitryon follows (347). Such a sequence of departures effectively
highlights the speech of the last character to leave, the ancient theatrical
equivalent of a Shakespearean soliloquy delivered after the stage empties.
Interestingly, Amphitryon's diatribe against Zeus shares much in common
with the only other instance of three successive exits in Euripides, found in
Ion. After Xuthus and then Creusa depart. Ion is left onstage to express his
growing disgust with the gods (including Zeus), who rape mortal women
and forsake their offspring {Ion 429-51).^^
Alone in the orchestra for the first time, the chorus echo the play's new
mobility by recounting the labors of Heracles, emphasizing the broad sweep
of the hero's travels to the limits of the Greek world: the barbaric northern
lands of Thrace, the western limit as far as the setting sun, the distant east,
and finally the underworld, Heracles' last destination, from which he "did
not return" (429). At that point, the chorus address the fate of his family:
"Charon's oar awaits your children, a godless unjust journey of no return
(ocvoaxinov)" (431-34). The path WiihovX nostos leads both Heracles and
his offspring to the final destination of Hades.
In the procession of doomed children who leave the palace and return
to the altar (442-50), we see a remarkable confluence of scenic, extra-
scenic, and distant space. Dressed in black as if mourners at their own
funeral, Heracles' family walks towards the very place where his labors
have (apparently) delivered him, Hades. Megara emphasizes their
underworld destination, describing a series of maimed rituals that confuse
sacrificial, nuptial, and burial rites. Instead of the marriages she would have
made for her sons, Megara finds them locked in a union with "the fiends of
death" (Kfipaq, 481); the bridal bath has become a "bath of tears" (482);
and the wedding feast is arranged with Hades, the children's new father-in-
law (484). 14
Although long overdue, the first peripeteia of the play is the one we
have always expected—the arrival of Heracles, rescuing his beleaguered
family and turning bad fortune into good. Popular in the cosmic
melodramas of contemporary Hollywood (with the fate of the human race
dependent on heroic action, impossible odds, and some version of a ticking
clock), this plot pattern was no stranger to Greek epic and tragedy. The
'3 Halleran 1985: 82-83.
'" See Rehm 1994: 32.
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reversal in Heracles, however, assumes a particularly strong spatial
dimension. Returning from his final labor in Hades (tiovcov TeXe-uxdv, 427),
Heracles intercepts his family on their way to join him there; his anabasis
reverses their katabasis. He tells them to remove their death clothes, unveil
their heads, and look up at the sun (562-64), converting their seemingly
fatal exit from the palace into a triumphant homecoming: "You see, don't
you, how your going in (el'ao5oi) is happier than your coming out
(e^o5oi)?" (623-24). The theatrical terms exodos and eisodos encourage
the audience to view the scene as the closing first act in a two-part drama,
which now turns to revenge.'^
Initially Heracles vows to raze the home of Lycus, decapitate the tyrant,
and feed his corpse to the dogs (565-68). He then will take on the disloyal
Thebans, filling the river Ismenus with their corpses and making the pure
stream of Dirce run red with blood (571-73). The epic parallels are
striking, from the threatened mutilation of the dead to a river clogged with
corpses.'^ However, because Heracles fights Lycus and his allies alone,
Amphitryon wisely insists that deception within must replace frontal attack
from without, representing the spatial inversion of Heracles' labors abroad,
where he ranged over the known world to spread his civilizing tasks. This
time he must ambush the tyrant inside the palace. Amphitryon lures Lycus
within by claiming that the family have moved their supplication from the
altar of Zeus in the orchestra to the altar of Hestia behind the facade (712-
15). Now the house itself provides Heracles the means to achieve
vengeance, restore his family, and re-establish political stability. To all
appearances, "behind" replaces "beyond" as the site for heroic action, in
line with Heracles' own reappraisal of the oikos and its defense as his
highest calling: "What credit can I claim for doing battle with the Hydra or
the Nemean lion at the command of Eurystheus, if I cannot avert death from
my own children?" (578-8 1).^''
'^ Megara also uses the term exodos (83) to describe the passages out of Thebes that Lycus
has closed off, suggesting indirectly that Heracles' family is locked in the orchestra of the
theater. Although we cannot establish these terms as the fifth-century words for theatrical
"entrance" and "exit," eisodos is used for the side entrances into the theater at Ar. Nu. 326, i4v.
296, and fr. 403 K-A; see Taplin 1977a: 449-50. In the fifth century exodos could refer to the
music that accompanied the final exit of the chorus; see Ar. Vesp. 582 (and scholia), Cratinus
fr. 308 K-A, and Taplin 1977a: 472-73.
'^ See //. 1. 4, 17. 558, 21. 214-21, 22. 336, and C. P. Segal 1971a: 9-56. Connor 1985,
esp. 89-90, places this practice in its wider legal and religious context, pointing out that
Heracles' threat to Lycus' house turns into the destruction of his own. Cropp 1986: 188
observes other parallels between the two mortal enemies, but neither he nor Connor notes the
irony that the same actor played both Lycus and Heracles in the original production, a fact the
audience would have recognized.
" Literally, ". . . if I will not labor to completion the death of my children." We construct
this to mean "avert the death of my children" (although cf. Bond 1981: ad loc), but the verbal
irony momentarily shocks the audience (see Bremer 1972). Euripides plants a verbal seed that
grows into monstrous action, connecting Heracles' past labors with the one he will accomplish
when, struck mad, he murders his wife and children.
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The reversal in Euripides' new version of Heracles' heroism depends
on mythic as well as spatial peripeteia. As far as we can tell, in prior
versions of the legend the hero undertook his labors after the death of his
children, perhaps as punishment and purification for their unintentional
murder.'^ By inverting the temporal sequence, Euripides dissociates the
cause of Heracles' labors from the Hera-sent madness that goads him to
filial violence. Heracles' return and triumph over Lycus seemed to
vindicate the Olympian deities, proving that "what is just still pleases the
gods" (809-14). At precisely this moment Iris and Lyssa appear on high
from distant Olympus (815), the lofty counterpart to Heracles' arrival from
subterranean Hades. Via the mechane they move onto the roof of the house,
an appropriate place to consider the divine justice due to Heracles.
Generally reserved for divine epiphanies, the roof of the skene building is
linked directly to the domestic space whose restoration constitutes Heracles'
culminating labor on behalf of humanity. Lyssa makes the case that
Heracles deserves better from the gods, but Iris brushes aside such
reckoning with a brutal rejoinder: "Madness, the wife of Zeus didn't send
you here to exercise rational self-control" (857). Stinton captures the
radical nature of this new divine dispensation:
This is the one Greek tragedy in which divine (pGovoq is totally divorced
from 5{kt|. . . The curious result [is] that the whole concept of divine
retribution is turned upside-down. The "retribudon" is seen to be mere
spite: the man is vindicated and the god arraigned.'^
Releasing Iris to lift her "noble foot and go back to Olympus" (872),
Lyssa "smashes through the roof and assaults the halls" (864). There, the
spatially distant worlds of Olympus and Hades come together, for Lyssa
drives Heracles to "send his sons across Acheron" (838).^° Returning from
the underworld to save his family, Heracles proves their unwitting
executioner, caught in a divine plan to unleash hellish forces on his own
home.
In masterful fashion the Messenger articulates the steps of Heracles'
mania, giving the lie to Iris' claim that madness and reason have nothing in
common. The "method" in Heracles' madness involves a carefully worked-
out correspondence between the "behind" space of the palace interior and
important "beyond" places in Heracles' life and labors. His frenzy begins at
"* Wilamowitz 1895: I 108-10, cautiously endorsed by Bond 1981: xxviii-xxx and 62.
Lesky 1983: 284 states unequivocally, "The meaning of this reversal [placing the madness and
filicide after the labors rather than before] is also the meaning of the play."
'^Stinton 1975:251.
^° Euripides may have had Iris step back onto the crane to "fly off," while Lyssa enters the
house through a trap in the roof, or by descending a ladder behind the skene. See Mastronarde
1990: 260-61, 268-69; Lee 1982: 45. To have her in front of the skene and enter through the
central door (Bond 1981: on line 815, if I understand him correctly) seems far too polite. The
chariot of Madness, mentioned by the chorus (880-82), surely is metaphorical (Webster 1967a:
189-90; Lee 1982: 45^6).
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the altar of Zeus Herkeios (922)—literally, "of the fence," "enclosure"
—
located in the middle of the courtyard, the effective equivalent of the
previously mentioned altar of Hestia, goddess of the hearth (523, 599,
715).^^ The two epithets for the interior altar suggest its double role—the
Hestia-function involves the centripetal force drawing the oikos towards its
center, while the Herkeios-function provides the countervailing centrifugal
force that keeps what is dangerous out, beyond the perimeter. The altar
provides the locus for the purification rites that Heracles undertakes,
surrounded by his family "in perfect order" (xopbc, 6e Ka^A,{|iop(po<;, 925),
an ideal image of the reconstituted oikos. As the madness works its course,
however, the interior space maps out a manic geography of the external
world—Megara, the Isthmus, Mycenae—signposts for Heracles' journey
into madness. What is true of the space "behind" is more horribly true of
people—in Heracles' mind, Amphitryon becomes the father of Eurystheus
(967-68), his own children become Eurystheus' sons (970-71, 982, 989),
leaving no role for Heracles other than that of Eurystheus himself, the man
who assigned him his labors and whom he wishes to destroy.
Heracles vows to uproot with levers and pick-axe the Cyclopean walls
of Eurystheus' Mycenae, "fitted with masons' hammers and red chalk"
(943-46). Attention to architectural detail characterizes this scene of
destruction—roofs (891, 905, 987) and columns (973, 977, 1006, 1011,
1037-38); doors, door panels, and posts (997, 999); altars and altar-bases
(921, 927, 974, 984-85 [KpTi7ti6a]); orthostate stonework (979-80) and
foundation course (1008); levers, pick-axes, and mason's tools (944-46,
999); courtyard and hearth (922-24), dining room (954), and inner
chambers (996). When Athena strikes him with a rock to end his madness,
Heracles reels back against a half-smashed roof column that supported the
inner colonnade (1006-08), where he is bound (1011, 1094-97) until he
recovers his sanity. Using architectural metaphors to grasp what has
happened, Heracles explains the destruction he has wreaked as the effects of
his father's tainted past: "Whenever the foundation (Kpr\nic) of a race is not
laid down right, the offspring must suffer the evil that comes" (1261-62).
He himself has put a "capstone of evils upon the house" (5a)|ia OpiyKwaai
KaKoiq, 1280) by murdering his own sons. Merging with the oikos he has
brought down, Heracles finally views himself as a building that Hera has
undermined, "turning upside down the foremost man of Greece, foundations
and all (awoiaiv pd0poi<;)" (1305-07).
When faced with Lycus' torments, Megara wished to draw all her griefs
together like a honey bee gathering nectar and to distil them into a single
tear (487-89). This remarkable simile suggests Euripides' method of
^' For the equivalence of the domestic altar of Zeus Herkeios and of Hestia, see Bond 1981:
on line 599; Fraenkel 1950: on Ag. 1056; A. B. Cook 1914-40: 1 303 n. 6, II 259 n. 0, 317 n. 2;
W. SUss, RE VIII 1300-01 s.v. "Hestia"; O. Jessen, RE VIII 686-87 s.v. "Herkios"; and
Burkert 1985: 255.
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pulling the various spaces of the play together and reducing them to an
essential image. Returning from the ends of the earth, Heracles concludes
that his labors count for nothing if he cannot save his family. In that
moment of insight, the vast spaces of Heracles' travels draw together and
merge into the oikos he has come to restore. The creaking door that once
excited the children (77-79), sealed up by Lycus (53-54), reopened by
Megara (330-32); the altar erected by Heracles (48-50, 521-22); the pillars,
the floor, the walls (922-1012)—these are the essentials of Heracles' world.
Even the roof supports the gods who decide his fate and eventually uproot
his life. The house must "hold" Heracles' madness, because nothing else
can measure its devastating consequences.
The distillation of distant and proximate spaces reaches its purest form
when the hero appears on the ekkyklema, bound to a column of the house he
has destroyed. A single column in Greek art frequently stands for the
house, but here the symbolism goes further, for the column is damaged
("half-shattered stone, once carefully worked," 1096), and the master of the
house, himself a broken man, is fixed to it, surrounded by the corpses of his
wife and sons.^^
Heracles thinks he has returned to the land of the dead (1 101-05):
Can it be I have gone down again to Hades,
having doubled-back from Hades already . . . ?
But I don't see the great rock of Sisyphus,
or Pluto, or the sceptre of Demeter's daughter Persephone.
I am struck off course, I can't recall where I am.^-^
The picture of a living hell continues, for Amphitryon sees in his son "a
Bacchant from Hades" (1119).^'* A vision of the underworld appeared
onstage earlier, when the family returned to the orchestra-altar dressed in
their "robes of Hades" (480-84, 525-26, 562-64), only to be raised up by
Heracles, who arrives from Hades in the nick of time. That confluence of
distanced and scenic space recurs, now collapsed onto the exposed "interior
space" of the ekkyklema, a powerful conglomeration of the space before,
behind, and beyond, the "distillation" of Heracles' tragedy.
In the final peripeteia, Theseus arrives unexpectedly from Athens. He
leaves his armed troops nearby (1163-65), realizing that battle against
Lycus is no longer the issue. To use a cinematic comparison, the cavalry
arrive to rescue the besieged fort only to find that the film they have
^^ In the Lion Gate relieving triangle at Mycenae, the single pillar stands for the entire city.
In Attic vase-painting a column frequently indicates a house, and the image operates in epic
and later Greek literature as symbolic of the entire house or its master: Od. 6. 305-09; h.Cer.
185-86; P. 01. 1. 81-82, P. 4. 267; A. Ag. 897-98; Eur. 7742-58; Anth. Pal. 7. 441.
^^ The phrase ek tov neKXr\y[iai means something like "I am struck out of my wits," but the
tmesis forced by toi evokes a strong sense of spatial separation suggested by my translation.
^'' Dionysiac imagery, now associated with Heracles' hellish madness, recurs at 1 122, 1 142,
following 891-99. 966. 1027, 1085.
Rush Rehm 371
galloped into is no longer a Western. Theseus acknowledges as much when
he sees the corpses: "Who could kill these children? . . . No, young boys
don't stand in the ranks of battle" (1174-76). Amphitryon addresses the
same disjunction: "My child, you waged war, unnatural war, against your
children" (1133). In one of the most moving scenes in tragedy, Theseus
abandons the military option and struggles to bring Heracles back from the
dead, replicating symbolically the anabasis that Heracles once performed
on his behalf.
In spatial terms, Theseus rescues Heracles from suicide by transcending
accepted ideas about pollution and proximity (1213-34).25 First he unveils
Heracles, exposing him to the light, much as Heracles had done for his own
children when he threw off their burial garments earlier. Theseus ignores
the possibility of contagion by touch or by sight, to the point of offering
Heracles a home in Athens. "Disyoked" (d7io^et)Yv\)^ai) from his wife and
children (1374-75), Heracles finds in Theseus a "yoke of friendship"
(^evyoc; (pi^iov, 1403). Theseus helps Heracles to stand, taking his hand
and leading him off like a boat in tow (1423).^^ This powerful image, fully
enacted onstage, ties Theseus' rescue to the similar action of Heracles with
his children, where the same metaphor was used (63 1). The departure of the
two men takes them out of the orchestra into the "beyond," the distant space
of Athens. In a symbolic sense Theseus comes onstage as spokesperson for
Athens, expressing the city's sympathy for a good man who has suffered
cruelly from the gods. Theseus' arrival from Athens, his invitation for
Heracles to live in Athens, and their mutual departure /or Athens merge the
distanced space of that city with the theatrical space of the audience,
initiating a process of self-reflection to which we should turn. *
Framing his material in terms of return and rescue, Euripides exploits
the expectations inherent in that scenario. Until the appearance of Lyssa
and Iris, the audience remains, I think, committed to the melodramatic plot.
The scene where Amphitryon lures Lycus inside the palace locks us into
that frame, for we know Heracles waits within to give the tyrant his fatal
comeuppance. So confident is Amphitryon of the outcome that he goes
inside with the expressed purpose of watching Lycus become a corpse
(731-32), and the chorus, too, want to "look out on" (aK07ico|j.ev) Lycus'
demise (747-48). They—along with Heracles and the audience—are
compelled to see more than they bargained for. At least initially, Heracles'
situation resembles that of Homer's Odysseus, the protagonist in the
paradigmatic nostos story.^"^ Each arrives from afar after a long and
adventurous absence, including a trip to the underworld; wife, father, and
" See Bond 1981: on lines 1155 and 1232-34; R. Parker 1983: 218-20, 308-21; Vickers
1973: 153-56. Cf. Dunn 1996: 118-19, who argues unpersuasively that Theseus' actions are
"emptied of all force and authority," and so remain powerless and devoid of respect.
^° For the symbolic importance of unveiling and rising from a seated posture, see Gemet
1981:244-46,251-52.
2^ Cropp 1986: 190-92.
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son(s) await them, remaining loyal in the face of civic turmoil abetted by a
self-serving and wasteful aristocracy (HF 588-92); each hero uses
deception to make his way home and restore order, performing purification
rites after exacting vengeance; and their featured weapon is the bow, which
"sings" in the act of its use (Od. 21. 405-11, HF 1063-64). With the
appearance of Lyssa and Iris mid-play, however, Euripides reverses the
comic pattern of the Odyssey by converting the savior of his family into its
unwitting destroyer, as if Odysseus, after killing the suitors, had run amok
and turned his bow on Penelope, Telemachus, and Eurycleia.
If the basic plot of Heracles misleads us, then we may well ask if other
parts of the play raise doubts about the unfolding story. Desperate for
Heracles' return, Megara puts off her children's entreaties about their father
with stories: "I distract them by telling them mere fables (^.oyoiai
H-o0eiL)O\)aa)" (76-77). Amphitryon encourages her to "cheat them
(KA,e7txo\)aa) with stories, wretched deceptions (KXonaq) though they are"
(100). If Megara' s tales represent a "theft" of the truth, covering up what is
really the case, then what of the larger myth of return and rescue?
In Notesfrom Underground, Dostoevsky's disturbed narrator suggests
something of the process by which even fictional characters use art to gloss
over the intractable nature of their world:
Everything always finished up to my satisfaction in an entrancingly lazy
transition into art, that is into the most delightful forms of existence, all
available and ready for me, heartily pinched from poets and novelists, and
adaptable to every possible demand and use. For example, I triumph over
everybody . . ?^
For Euripides, the old story pattern constitutes just such a "lazy transition
into art," for in this play none of the mortal storytellers triumphs over
anyone.
After Heracles' filicide, even the chorus question their ability to
perform a lyric adequate to the tragedy they now witness: "What groans,
what wails, what song for the dead, what dance of Hades shall we echo
forth?" (1025-27). After their astrophic kommos before the sleeping
Heracles—during which Amphitryon continually begs them to be quiet
(1042-44, 1047-50, 1053-54)—the chorus never again sing or dance in the
play, meaning that their last stasimon with responsion (734-814) occurs just
before the appearance of Lyssa and Iris. Given the radical turn of events
those divinities set in motion, it is perhaps not surprising that the chorus
answer their own question
—
"What song for the dead shall we echo
forth?"—with self-dismissive silence.
If Megara' s stories are lies to encourage false hope, then Theseus tries a
similar ploy at the end, comforting Heracles by reminding him that even the
gods endure adultery, oppression, struggles over power, physical binding
2^ Quoted by Murdoch 1977: 75.
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(1313-21), "assuming the tales of the poets aren't false" (doi8tov eiTiep ox>
\|/e\)8eiq ^toyoi, 1315). To an audience who have watched god-sent disaster
overwhelm Heracles, it seems absurd that he could draw strength from the
gods' example. Heracles concurs, claiming these "wretched tales of the
poets" are utterly false
—
"if a god is really a god, he lacks nothing" (1345-
46). By attacking the traditional accounts of the gods, Heracles calls into
question the very story that he finds himself in, and from which he cannot
escape—a jealous goddess has driven him mad and blasted his life. "We all
have been destroyed," he says, "struck down and ruined by a single 'event'
(x-uXTi) from Hera" (1 392-93). ^^ The theater becomes a place to examine
the underpinnings of both the given myth of Heracles and Euripides' radical
new version.
In terms of our spatial categories, we see a typical nostos story of a
hero's triumphant return from a distant place (Hades) to the scenic space of
those he rescues, culminating in the recovery of the extra-scenic space of
the house. However, the homecoming implodes when Heracles—driven by
madness sent from distant Olympus—turns on his family from inside.
Collapsing in on itself, the extra-scenic space is then exposed on the
ekkyklema, revealing the hero bound to a symbolic remnant of his home and
surrounded by the family he has sent below. The scenic space now
becomes a second Hades, drawing together what formerly was separated as
inside, outside, and far away. With the arrival of Theseus from the distance,
Athens replaces Hades as the operative "space beyond," all the more so
when Theseus leads his friend back towards the city that houses the theater
in which Heracles' story has unfolded. The play of space articulates a series
of radical reversals and recoveries, leaving the audience to contemplate
how, if at all, these mutabilities can find a home in Athens. Put in different
terms, Euripides encourages the Athenian audience to engage in
metatheatrical reflection as a means of civic self-examination. They watch
a play that tries out and rejects earlier models of plot structure, choral
function, and mythic sequence. In the process, they view the theater as a
space that asks questions about its own manner of representation as well as
the nature of the civic ideology represented there.
In this light, let us consider the distanced space of Athens that serves as
Heracles' final destination. Theseus offers Heracles purification and a home
in the city, where he will receive a share in Theseus' own estates, as well as
precincts given him by the citizens, transferred to Heracles and called in
future by his name (1 324-30). ^^ After Heracles' death—"when you go
down to Hades," as Theseus puts it—Athens will exalt him with honors,
^' For different views on the meaning and significance of Heracles' theology (in the literal
sense of "words about god"), see Lefkowitz 1989; Yunis 1988: 139-71; D. Furley 1986;
Halleran 1986; Schlesier 1985; Brown 1978; Vickers 1973: 320-25; Burnett 1971: 173-79.
^° For the complicated mythical and political relationship operating within the triad of
Heracles, Theseus, and Athens, see Connor 1970; Boardman 1975 and 1982; Schefold and
Jung 1988; Keams 1989: 45-46, 108, 116-24; Walker 1995: 49-53.
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including sacrifices and "massive stone constructions" (Xaivoiai x'
e^oYKwuaaiv, 1331-33). Theseus may invoke what was, in fact, the
architectural reality of Athens at the time of the play's performance, where
Heracles' labors were visible on the metopes of the Hephaisteion above the
Agora, and his apotheosis appeared on the temple's eastern facade. He also
may have figured as the reclining male deity witnessing the birth of Athena
on the east pediment of the Parthenon.^! Alternatively, the "massive stone
constructions" might refer to Mycenean tombs appropriated as hero cults,
the uncarved stone slabs that marked heroic graves, or mounds such as that
constructed at Marathon,^^ suggesting Heracles' distance from the now
discredited Olympian divinities honored in temples like the Parthenon and
Hephaisteion. Cult sites dedicated to Heracles were numerous in Attica,
many within the walls of Athens, and his temenos at Cynosarges (just
outside the walls) provided the site where the Athenian armies mustered. ^^
In a domestic context, a common inscription over Attic doorways declared:
"The noble victor Heracles, son of Zeus, dwells in this place. Let no evil
enter." (6 xou Aibc, naic, KaX,?tiviK0(; 'HpaK>.fi(; / ev6d6e KaxoiKei- |ir|8ev
eiaiTO) KaKov.)^'* Given the dramatic emphasis on Heracles as destroyer of
his oikos, Euripides manipulates this sentiment to bitter tragic effect.
Near the end of the play, at a crucial existential moment (there is no
better word for it), Heracles wishes he could become a rock (jiexpoq) and
forget all the horrors that have happened (1397). To lose all feeling and all
access to future feeling, to become dumb earth, is to leave the "being-for-
itself ' of consciousness and the "being-for-others" of interpersonal
relations, returning to the primal "being-in-itself ' of nonconscious matter.
Under Theseus' calm insistence, however, Heracles abandons an insensate
future, picking up his bow and quiver and leaving for Athens. In so doing,
Heracles accepts that physical distance provides no escape, for the fatal
weapons will beat against his skin, a constant reminder of his deadly acts
against his own family. Instead of becoming a rock, Heracles will confront
his own image in carved stone, as will the Athenians who leave the theater,
exposed to a new Heracles whom they now cannot escape. Like the bow
rubbing against Heracles' chest, the Athenians face a constant reminder in
their city of the cruel and arbitrary nature of the gods, once the "lies of the
poets" have been stripped away. The "Olympian beyond" remains, a distant
place with its own kind of theater, where "the glorious wife of Zeus dances,
striking the bright floor of Olympus with her dancing shoes" (1303-04).
3' E. B. Harrison 1967: 43^5; Lloyd-Jones 1970b: 181.
^2 See R. Parker 1996: 33-39, 133-34; Seaford 1994: 123-25; Keams 1989: 53-55, 129-37;
and Burkert 1985: 203-07.
" Keams 1989: 35-36, 166; Woodford 1971, who notes (219 n. 1 17) the probable existence
of a cult of Heracles on the south slope of the Acropolis (which would put it within sight of the
Theater of Dionysus); more generally, Foley 1985: 194-95, 199-200.
^ Rusten 1983: 297; Dodds 1973: 154.
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Euripides does not deny Hera her celebrative performance, but he does
not show it. Instead, he presents a transformative image of two archetypal
Athenian heroes, Theseus and Heracles, traditional exemplars of the
competitive virtues of "violence rewarded," now bound together by the
cooperative virtues of mutual assistance. Although Heracles considers
Theseus a son ("Bereft of sons, I hold you like a son," 1401), his utter
dependence on his friend casts him in the role of the child helped by his
father, taking the first steps of a journey he cannot make on his own. For
his part, Theseus repays Heracles "for saving me from below" (1170),
"bringing me back into the safety of the light" (1222). He leads Heracles
—
whose disasters reach "from down below up to the heavens" (1240)—to a
new home in Athens. Their physical relationship—Theseus helps Heracles
up, and leads him by the hand—recalls not only Megara leading the children
out of the house, and Heracles leading them back inside, but also the chorus
of Theban elders, who cling to each other for support as they enter the
orchestra in the parados (107-30). From impotent old men to a desperate
mother with her children, from a family reunited to a radically reconfigured
set of heroes, Euripides reveals the power of human contact to restore—as
best one can—a meaningful sense of what lies before, behind, and beyond
us.
Stanford University
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The Theater of the Sanctuary of Dionysus Eleuthereus
in Late Fifth-Century Athens
JEAN-CHARLES MORETTI
Wer das Dionysos-Theater betrifft und die
erhaltenen Ruinen untersucht, um nach
ihnen ein Bild zu gewinnen von dem
ehemaligen Zustande des Baues und von
der Einrichtung des griechischen Theaters
uberhaupt, der kommt sehr bald zu der
Erkenntnis, dass dies keine leichte
Aufgabe ist.
Dorpfeld and Reisch 1896: 24-25
Theater architecture probably first appeared in Greece in the Archaic period
with the establishment of the programs and calendars for several large-scale
musical competitions. • No theater building of this date has been found in
the Greek peninsula. But three vases, painted between 580 and 550 at
Athens and at Corinth, show spectators on rising rows of seats: This would
seem to indicate that constructions designed to accommodate spectators
existed by the first half of the sixth century. The absence of any trace of
such a construction and also the historical tradition reporting the collapse of
the stands in the theater at Athens at the beginning of the fifth century ^ both
suggest that these early constructions were of wood, with rectilinear tiers of
seats, like those found in the ekklesiasterion of Metapontum at the end of
the seventh century.^
The earliest permanent theaters not exclusively built of wood dale from
the fifth century. They are found in an area stretching from Attica to the
Argolid: at Athens, Thorikos, Euonymon, Ikarion, Argos, and, at the end of
the century, at Corinth and at Isthmia.'* They all share certain
characteristics. Their koila back onto natural slopes. These may be cut or
' I owe warm thanks to E. Csapo for translating this article into English, as well as to N.
Bresch for producing Figure 3.
2 Pickard-Cambridge 1946: 10-15.
3 Mertens 1982: 20-23.
* The rock-cut tiers of seats at Chaeroneia and Syracuse are also sometimes dated to the fifth
century, but no solid arguments exist to confirm the dating. See Ginouvds 1972: 61-63.
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shaped as required, and are, where necessary, packed with landfill which
may be held in place by retaining walls. Stone seating, where it exists, takes
the form of simple steps with front and upper surfaces both leveled off. In
many buildings only thrones appear in the first row. On the sloping ground
behind them, spectators sat either on the ground or on wooden benches.
The central part of the koilon always consists of rectilinear rows of seating,
which are often completed by two wings, whose front ends diverge from the
building's axis. No koilon is divided by horizontal passageways. The
orchestra is elongated, trapezoidal or rectangular, and rarely bordered by
drain-channels for rain-water. The orchestra is accessed from the sides by
large parodoi, which are never barred by gates. Remnants of a stage-
building were identified at Isthmia. Elsewhere stage-buildings either did not
exist or were of perishable material.
Of all these buildings our literary and epigraphical sources distinguish
those in Attica as the sites of dramatic performances in regular
competitions.^ At Athens drama was performed at the Great Dionysia and
at the Lenaea,^ and in the countryside at the Rural Dionysia. Among our
theater buildings the poorest remains are those of the Sanctuary of Dionysus
Eleuthereus in Athens, which was frequently rebuilt up to the fourth century
AD, and a little too quickly excavated from 1841 onwards. Since the
nineteenth century these meager remains have been buried under an endless
heap of commentaries, none of which has won any lasting scholarly
consensus. A new study of the remains of the theater is desirable, and
nothing short of this could, if not solve the disputes which exercise the
commentators, at least pose the problems in fresh terms. In the absence of
such research, I will limit myself to describing below the remains of the
theater which have been dated to the fifth century, and to analyze what I
consider to be the most pertinent of the interpretations to which they have
I. The Theater and the Sanctuary of Dionysus Eleuthereus
In the fifth century the theater in which the Great Dionysia took place was
located on the south side of the Acropolis, and associated with rather than
integrated into the sanctuary of Dionysus Eleuthereus (Figure 1). After the
construction of the stoa behind the stage-building there was a clearly
marked separation between theater and sanctuary. Pausanias (1. 20. 3) is
unambiguous on this point: xoxi Aiovuaoi) 6e eaxi npbc, xw Gedtpcp to
^ Diodorus (17. 16. 3), however, attributes to Archelaus the foundation of a dramatic
competition in honor of Zeus and the Muses at Dion. We also know of occasional dramatic
performances outside Attica in the fifth century. See Taplin 1999.
^ As well as the Anthesteria, if one believes Plutarch, Lives of the Ten Orators 841f (Csapo
and Slater 1995: 138. no. Ill 78). See Pickard-Cambridge 1988: 15-17.
' For a more detailed summary, see the impressive synthesis by Scullion 1994: 3-66, whose
conclusions I do not share.
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Figure 1
Athens. SimpUfied plan of the remains of the Theater of the Sanctuary of
Dionysus (after Wurster 1993).
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apxaioxaxov lepov, "the oldest sanctuary of Dionysus is near the theater."
The GeaTpov, according to Pausanias, is not included in the lepov. The
designation of the building as to Geaxpov xov Aiovvao\)^ or to ev AioviL)ao\)
GeaTpov^ might nonetheless allow one to infer that this was not always the
case.'°
The sanctuary was defined by a partially preserved peribolos wall in
Piraeus poros." The entrances have not been found. The southern section
of the peribolos served as a retaining wall, and so the entrance would not
have been on that side. The propylaea were very probably located on the
east side of the temenos.^^ One can deduce this not only from the general
configuration of the sanctuary, where a large open space on the east was
bordered by the stoa, the temples and a large altar (?), but also from two
ancient texts. First, Andocides (On the Mysteries 38) reports that in 415 on
the night of the full moon Diocleides standing beside the propylaea of the
sanctuary (Ttapot to npoKvXaiov xov Aiovvaov) saw people descend from
the Odeion—i.e. the Odeion of Pericles—to the orchestra, a report difficult
to understand unless the propylaea were in the east. Secondly, Pausanias ( 1
.
20) seems to have entered the Sanctuary of Dionysus Eleuthereus from the
east side. He goes on to describe the Street of the Tripods, which ended at
the east side of the hieron, after running along the south face of the Odeion.
A secondary entrance could have existed on the west side, but no evidence
prompts one to argue the case.
At the end of the fifth century, apart from the propylaea mentioned by
Andocides and probably associated with a peribolos wall, the sanctuary
included a temple housing the xoanon of Dionysus, which was brought from
Eleutherai. '^ There are exiguous remains of the temple's north wall and the
beginning of a cross-wall at the north-east corner. •'* The building faced
east, contained a pronaos and naos, and was in form either tetrastyle
prostyle or distyle in antis. The building materials and the clamps suggest a
sixth-century date and for this reason several stray blocks can, with greater
or lesser probability, be assigned to the temple: drums with twenty flutes,
triglyphs, a Doric anta capital, a comer of the fa9ade, parts of the horizontal
* IG 11^ 410, 1. 39 (ca. 330). The expression refers to "the Theater of the Sanctuary of
Dionysus." The current designation "Theater of Dionysus" is incorrect.
' Plutarch, Lives of the Ten Orators 841c; Hsch. s.v. kpia; Photius s.v. iKpia; Eust. ad Od.
3. 350.
•° Judeich 1931: 308-09; Fiechter 1936: 66; Hintzen-Bohlen 1997: 29, 83.
" Dorpfeld and Reisch 1896: 10-11; Judeich 1931: 316; Kalligas 1965: 16; Kalligas 1994:
27.
'^ Contra: Robertson 1998: 294, according to whom the propylaea would have been located
north of the Odeion, on the peripatos.
'^ Paus. 1. 2. 5, 20. 3, 29. 2, 38. 8; schol. Ar. Ach. 243a (Wilson).
'^ Dorpfeld and Reisch 1896: 13-19; Judeich 1931: 317; Fiechter 1936: 22, 66-67; Pickard-
Cambridge 1946: 3-5; Kalligas 1965: 14; Travlos 1971: 537; Korres 1989a: 15-16; Korres
1989b; Papathanasopoulos 1993: 39^2.
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cornice in poros and other parts of the raking cornice in island marble, and
perhaps a tympanon block on which are represented satyrs and a maenad.
At the end of the fifth century a small poros altar was placed in the
southeast part of the sanctuary. '^ Not yet constructed at this time were the
New Temple, whose remains appear to the south of its predecessor, and the
stoa, which encloses the sanctuary on the north side. Indeed, excavations
conducted between 1961 and 1962 demonstrate, through the study of
material from the foundation trenches, that the New Temple is no earlier
than the second half of the fourth century.'^ Similarities in construction
style between the stoa and the New Temple suggest that they are
contemporary.'^ The same conclusion is suggested by the use in both
monuments of^a conglomerate which is not in general use at Athens before
the fourth century," "but which normally takes the place of poros in
foundations from the middle of the century onwards (in the North Stoa of
the Pnyx, in the Temple of Zeus Phratrios and Athena Phratria, in the
Prostoon of the Temple of Apollo Patroos, and in the choregic monument of
Nikias).'^ The New Temple as well as the stoa may be considered part of
the many innovations which profoundly altered the form of the theater and
the sanctuary in the second half of the fourth century. Unless it is later, as
Fiechter thought,'^ the first stage-building with conglomerate foundations
seems also to be part of this program.
In sum, when the theater was built above the sanctuary of Dionysus
Eleuthereus at the beginning of the fifth century, the latter already included
a small Doric temple, certainly an altar, and perhaps a peribolos wall.
About a century later propylaea were erected at the east side of the
sanctuary, in front of the temple, and a small altar was constructed in the
northeast part of the temenos.
'5 Kalligas 1965: 15-16.
'^ G. Daux, BCH 86 (1962) 640-42; Kalligas 1965: 14-15; G. S. Dontas, AE (1960) 52-53;
Travlos 1971: 537; Wurster 1979: 62; Papathanasopoulos 1993: 44; Pohlmann 1995: 22, 27 (H.
R. Goette); Hintzen-Bohlen 1997: 23, 26-29. DOrpfeld himself inclined to a fourth-century
date (DOrpfeld and Reisch 1896: 21-22).
'' Kalligas 1965: 15; Travlos 1971: 537; Gebhard 1974: 434; Papathanasopoulos 1993: 37;
Pohlmann 1995: 75, 78 (R. Bees); Hintzen-Bohlen 1997: 23, 26-29. DOrpfeld earlier
supported a fourth-century dating in his analysis of the remains of the stoa (DOrpfeld and
Reisch 1896: 11-13). Later, however, he decided that the stoa, like the New Temple, rather
dated to the fifth century (DOrpfeld 1929: 32) and it is this dating which is accepted by
Wurster, at least for the stoa (Wurster 1979: 62 [end of the fifth century]; Wurster 1993: 25).
Goette recently placed the construction of the temple in the 360s, but without justification
(Goette 1999: 25).
'^ Wycherley 1978: 211, 272-73; Scullion 1994: 11-13; Hintzen-Bohlen 1997: 75-76, 78-
79, 92.
'' Fiechter 1935: 15, followed by Dinsmoor 1951: 319.
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II. The Koilon
The only remains of the fifth-century koilon are landfill and blocks from the
stone seats (which existed together with the wooden benches mentioned by
Aristophanes). To the east the extension of the koilon was limited by the
Odeion of Pericles. To the west it had to accommodate the peripatos.
The Landfill
In 1889 there was a partial excavation of the fill in those sectors of the west
part of the koilon where no seating remains. ^^ The excavators distinguished
two layers of fill. The oldest, which was also the thinnest, could not,
according to Dorpfeld, be later than the mid-fifth century;^' the second was
associated with the transformation of the koilon in the second half of the
fourth century. Its extent is unknown. No trace of its retaining wall has
been found.^^
The Seating
We can infer the existence of wooden bleachers on scaffolding in the late
fifth century from a passage of Aristophanes' Thesmophoriazusae,
performed in 41 1. In the play, a woman complains of slanders against the
female sex spread by Euripides everywhere where there are "spectators,
tragedians and choruses." These slanders induce the men, "from the
moment they come home from the bleachers" (evOvc; eiaiovxec; anh xcbv
iKpicov, 395), to eye their wives with suspicion and to check for hidden
lovers.23 "iKpia is the proper term for scaffolding laid with planks to form
bleachers.^'*
Moreover, some ten reused or stray fragments of rectilinear rows of
seats have been found.^^ All are cut from Piraeus poros. Most are
20 Dorpfeld and Reisch 1896: 30-31; Allen 1919: 23; Bulle 1928: 72-73; Fiechter 1936: 49
(K. Kubler); Pickard-Cambridge 1946: 14-15; And 1947: 72; Gebhard 1974: 433.
2' Because it has sometimes been misrepresented as supporting an earlier date, I note
Dorpfeld' s conclusion: "Die erste AnschUttung kann daher kaum jUnger als die Mitte des V.
Jahrhunderts sein" (Dorpfeld and Reisch 1896: 31).
22 Wall aA, found in the west parodos (Figure 5) and formerly interpreted as a section of the
analemma of the fifth-century koilon, is no earlier than the fourth century, and is no longer
taken to be part of the koilon: Lauter-Bufe and Lauter 1988. But see the doubts still expressed
by Wurster 1993: 25; Pohlmann 1995: 31-32 (H. R. Goette); Pohlmann 1995: 77-78 (R. Bees).
" Csapo and Slater 1995: 291-92, no. IV 130.
2'' The traditional interpretation which associates the iKpia with the Theater of Dionysus is
questioned by R. Martin (1987; originally 1957), who thinks the term designates tribunals and
speaker's platforms in the Assembly. The allusion to Euripides, to my mind, invalidates his
objection. For 'iKpia, see also Cratinus fr. 360 K-A.
25 Dorpfeld and Reisch 1896: 29, 31-32, 38; Allen 1919: 25-26; Bulle 1928: 60, 61-63 (K.
Lehmann-Hartleben) and 68; DOrpfeld 1929: 29; Fiechter 1935: 18, 20 and 78; Fiechter 1936:
72; Pickard-Cambridge 1946: 19-20; Anti 1947: 68-71; Dinsmoor 1951: 323-24, 328-29; R.
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inscribed. Seven of them (1-7), catalogued in 1928 by Lehmann-Hartleben,
are slabs measuring 0.24 m. in height and 0.65 m. in depth. Their cut is
rectangular and on each end they are furnished with bands of anathyrosis.
The front surfaces have incisions or letters, while the back surfaces have a
smooth band, 0.10 m. high, running along the top, and below it an irregular
surface, projecting at most 0.04 m. Three other fragments of the seating (8-
10) are of greater height.
1. (Figure 2) A stray block found in 1928 near the drainage channel of
the orchestra, behind the stage-building. Preserved length: 0.61 m.; broken
at left. On the front surface an incision descends from top to bottom at
0.405 m. from the right side. To the left of the incision: TO. To the
right: K.
2. (Figure 2) A stray block found in 1928 near the drainage channel of
the orchestra, behind the stage-building. Preserved length: 1.355 m.; broken
at left. On the front surface an incision descends from top to bottom at 0.69
m. from the right side. To the right of the incision: lEPE, which should
probably be restored as iepe[o(;].
3. (Figure 2) Reused upside-down as a cover for the drain crossing the
late Classical stage-building. Right end not visible. Visible length: 1.38 m.
On the front surface two incisions descend from top to bottom, 0.71 m. and
1.0 m. from the left side. Between the two incisions: I. To the right of the
right incision: N.
4. Reused upside-down as a cover for the drain crossing the late
Classical stage-building. Right end not visible. Visible length: 1.20 m.
Front surface not preserved.
5. Reused upside-down as a cover for the drain crossing the late
Classical stage-building. Length: 1.26 m. Front surface not inscribed.
6. Reused upside-down as a cover for the drain crossing the late
Classical stage-building. Broken into two joining fragments. Length: 1.74
m. On the front surface, 0.69 m. from the right side: I.
7. Reused in the east side of the drain, under the back wall of the stoa.
Missing one end. Preserved length: 0.51 m. On the front surface, 0.42 m.
from the preserved end, a not quite vertical incision. Near the break,
possibly a Z.
8. (Figure 2) Reused in the east side of the drain at the east end of the
section bordering the orchestra. Length: 1.47 m.; height: 0.65 m.; depth
unknown. On the front surface, the left end of which has been recut, two
incisions 0.22 m. long descending from the upper edge. Space between the
incisions: 0.53 m. To the left of the left incision: ETON, which is restored,
on the example of 10 as [{)7tTip]ex6v. Bordering the lower edge, a 0.22 m.-
wide band, in light and irregular relief by comparison with the rest of the
surface.
Martin 1987: 365-66; Gebhard 1974: 433-34; Wurster 1979: 62; Scullion 1994: 13-14, 40-41;
Pohlmann 1995: 27-28 (H. R. Goette); Pohlmann 1995: 56-59.
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Figure 2
Fifth-century prohedria (1-3 and 8: Bulle 1928: Plate 6; 10: Dorpfeld and
Reisch 1896: 37, fig. 11).
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9. Reused on the west side of the drain, at the east end of the section
bordering the orchestra. Length: 1.45 m.; height: 0.655 m.; unknown depth.
This piece, which faces 8, shares its characteristics, but is uninscribed. On
the front surface, a raised band, 0.15 m. wide bordering the lower edge.
10. (Figure 2) Reused in the south-west retaining wall of the koilon
from the second half of the fourth century. Originally of the same form as 8
and 9, this piece was reshaped.^^ Preserved length: 1.06 m.; preserved
height: 0.40 m. On the front surface: poX,fi{; -UTtripeTOv, and above it, in
larger letters, an and a X.^^ The last two letters have been variously
interpreted: mason's marks contemporary with the reuse of the stone in the
wall, or an abbreviation of o(po<;) x(opio). On the right side, bands of
anathyrosis bordering the front and upper edges.
The Odeion of Pericles
The so-called Odeion of Pericles^^ was constructed east of the theater in the
mid-fifth century and must have been finished in the third quarter of the fifth
century when Cratinus claimed in his Thrattai that Pericles carried "the
Odeion on his head."^^ Restored many times in antiquity, and for the most
part still buried, it remains poorly understood. Nonetheless, the intrusion of
its western comer into the koilon of the later fifth-century theater leaves no
doubt that the preserved outline of the monument dates back to the Classical
period.
The Peripatos •
The peripatos encircled the Acropolis. ^^ In the second half of the fourth
century, that part of it which was taken over by the koilon of the theater was
modified into a diazoma accessible from both ends. Dorpfeld's excavations
brought to light a part of the cut terrace which held the road before this
modification (Figure 1).^' It is located some ten meters south of the late
Classical diazoma, along the theater axis, about eight meters lower in
elevation. ^2 Before the construction of the theater the course of the
peripatos must have been fairly straight in this area.^^
26 Pohlmann 1995: 58.
2' IG l2, 879.
2^ Judeich 1931: 306-^8; Travlos 1971: 387-91; Meinel 1980: 135-50; Robkin 1980.
2^ Cited by Plut. Per. 13.10 (160a-b) = Cratinus fr. 73 K-A. For the date, see Robkin 1980:
36-41; Hose 1993; M. C. Miller 1997b: 221-23.
^OTravlos 1971: 228.
3' Dorpfeld and Reisch 1896: 30, 41; POhlmann 1995: 28 (H. R. Goette).
^2 According to the section published by Dorpfeld and Reisch 1896: 30.
" Travlos 1971: 61; Robertson 1998: 291-92.
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An Attempt at Reconstruction
The analysis of these meager remnants in the light of information gleaned
from better-preserved buildings permits a probable hypothetical
reconstruction. The discovery of rectilinear stone seats caused surprise at a
time when it was not known that semi-circular tiers of seats did not appear
before the second half of the fourth century. With hindsight, however, the
find was to be expected and it leads one to accept the restoration of three
straight banks of seats proposed by Lehmann-Hartleben in 1928. 3"* If the
koilon contained only a single bank of seats, the stones would have been
laid perpendicular to the slope of the Acropolis after it had been reduced to
a regular grade by depositing landfill. However, a plan with three banks of
seats, after the fashion of the theaters at Thorikos, Trachones,and Isthmia
,
is better suited both to a building of large capacity and to the particular
terrain. We cannot say how the angles were formed between the central
section and each of the side sections. At Thorikos and at Isthmia the angles
are obtuse and different on each side. In the second half of the fifth century,
the upper rows of the eastern bank of seats ran alongside the west wall of
the Odeion of Pericles, the orientation of which is preserved. It forms an
acute angle with the line which marks the steepest inclination in the koilon,
or, if one prefers, with the north-south axis of the Theater of Lycurgus.
Hence the rows of seats in the east bank are thought to have run parallel to
the Odeion.^^ The orientation of the rows of seats in the west bank remains
unknown.
Were these rows of seats divided horizontally by a diazoma? It seems
improbable given that no diazoma is known from any fifth-century theater.
The central section, then, would not have extended beyond the level of the
peripatos. The road gave access to the upper rows of seats in this area,
which was probably divided by stairways.
Two types of seating coexisted: rows of seats in stone and rows of
wooden benches raised upon scaffolding. The stone seats bordered the
orchestra. This can be deduced from the presence among them of
inscriptions marking them as part of the prohedria, and from the existence
of other Classical and Hellenistic theaters where only the prohedria is built
of stone.
One can divide the extant remains of the rows of seats into two groups.
Blocks 1-7 have a depth of 0.65 m., which is comparable to the 0.60 m.
depth of the rows of seats at Thorikos.^^ Their height of 0.24 m. appears, on
the other hand, rather slight, though this is the height of the lowest blocks in
^ In BuUe 1928: 63.
35 Anti 1947: 78; Pohlmann 1995: 28 (H. R. Goette); POhlmann 1995: 76-77 (R. Bees).
'^ Hackens 1967: 76. It is important to note that in the theater with straight seating at Argos
the depth of the rows averages 0.90 m. (Ginouv^s 1972: 19).
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the seating of the theater at Argos,^^ where the average height ranges
between 0.31 and 0.33 m. (a measurement one also finds at Thorikos, where
three rows of seats occupy a slope of one meter). ^^ Lehmann-Hartleben,
Bulle, and Anti thought that the blocks were placed on the edge of the
orchestra and acted as a surface to hold wooden chairs.^^ This is
improbable because the front surfaces of these blocks are cut so as to be
visible in their entirety and not to be in contact, at their base, with the
ground. More attractive, therefore, is the reconstruction of Fiechter and
Dinsmoor, who supposed that the blocks served as the crowning or upper
element of a two-course row of seating,"*^ and that they projected a little
beyond the vertical face of the lower course, according to an arrangement of
a type well known in the Hellenistic period. As all currently known fifth-
century tiered seating is shaped with a simple front and upper surface, I
would hesitate to retain the suggestion. The working on the back surface of
the blocks leads one to think that they were bordered by earth, from which
they projected several centimeters.
Blocks 8-10 are the tallest. The original height of 10 is not preserved.
Its front surface, 0.40 m. high, is entirely dressed. Before re-cutting, it must
have resembled 8 and 9, which measure 0.65 and 0.655 m. in height,
respectively, but the incomplete working of their front surfaces indicates
that they were not meant to be wholly visible. At the base of each is a
rough band which must have been set in earth. The visible height of these
blocks must have been in the vicinity of 0.45 m. One should not suppose,
as does W. B. Dinsmoor, that they supported planks of wood to serve as
benches. On the contrary, all the preserved blocks could have belonged to
the same type of seating, in the form of steps, of which some, inscribed on
their front surface, named the function of the persons for whom they were
reserved.
Dinsmoor reconstructed two rows of stone seating, with blocks 1-7 in
the first row and 8-10 in the second."* * Three arguments favor the
reconstruction of a single row of stone seats bordering the orchestra:
(1) Rows consisting of different types coexist in many buildings. (2) Blocks
1-7 have too great a depth to have served only as seats. They also served as
footrests for the spectators in the row behind them. One would expect, then,
that the front surface of the blocks of the second row would rise vertically
against the back surface of the slabs of the first; but, as noted, this surface
was in contact with earth, not stone. (3) The incised lines on block 8 do not
extend the full height of the block, but only a portion equal, within about
two centimeters, to the height of blocks 1-7. This is most easily explained
3'' Their height ranges from 0.24 to 0.45 m. (Ginouves 1972: 19).
38 Hackens 1967: 76.
3^ Bulle 1928: 62-63 (K. Lehmann-Hartleben), 69-70; Anti 1947: 69.
"•o
Fiechter 1936: 72; Dinsmoor 1951: 329, fig. 3.
^' Dinsmoor 1951: 329, followed by Pohlmann 1995: 59.
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Figure 3
Author's reconstruction of the prohedria (N. Bresch, CNRS).
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if the front surface of all the blocks was aligned and if the orchestra was
surrounded by a single row of stone seating, in which portions composed of
one single course were combined with others having double-course
elevation, as in the reconstruction offered in Figure 3.
The date of this koilon of three rectilinear sections of tiered seating,
arranged in the form of the letter pi falls between the deposition of the
landfill which supports it and the cutting of the inscriptions upon various
seats in the prohedria. The material contained in the fill is no later than the
middle of the fifth century. The inscriptions are certainly earlier than the
reforms of Eukleides, and generally dated to the second half of the fifth
century. It is impossible to know if there were several phases of
construction; nothing rules out the possibility of a single project.
III. The Performance Area
The performance area, extending from the base of the koilon onwards,
consisted of an orchestra and a surface suited to support a stage-building.
The floor has never been found, but some have thought they could recognize
remains of a fifth-century construction partially reused in the gutter which
drained the orchestra in the second half of the fourth century .'^^ Nothing is
less certain; the oldest part of the drain appears to be contemporary with the
stoa."*^ On the other hand, underneath the stage-building of the second half
of the fourth century, in addition to other controversial remains, sections of
polygonal retaining walls have come to light which served to contain the
earth above the Sanctuary of Dionysus.'*^
The Remains
East of the skene there appeared a section of wall in Acropolis limestone (R
in Dorpfeld's nomenclature, SMI in Fiechter's; see Figures 4-6). It is
about 0.50 m. thick, and is preserved to a height of 1 m. and a length of 4 m.
It has a slight but irregular curvature: Either its arc is smaller in its
southwestern section than in its northeastern, or the wall combines a curved
section with a straight one. The outside of the wall conforms more or less
^2 BuUe 1928: 55-60 (W. Wrede); Fiechter 1935: 18-20; Schleif 1937: 32-34; Pickard-
Cambridge 1946: 25-26; And 1947: 62; Fiechter 1950: 8-9; Dinsmoor 1951: 321-22;
Pohlmann 1995: 25-27 (H. R. Goette).
^3 Dinsmoor 1951: 321-22; Wurster 1993: 25.
'*'*DOrpfeld and Reisch 1896: 25-28, 31; Allen 1919: 20-25; Bulle 1928: 75; DSrpfeld
1929: 30-31; Fiechter 1935: 38^1, 84-85, 87-88; Fiechter 1936: 67-68; Pickard-Cambridge
1946: 5-10; Anti 1947: 60-65; Fiechter 1950: 23-24; Dinsmoor 1951: 310-14; R. Martin
1987: 363-64; Gebhard 1974: 432-33; Wurster 1979: 60; Scullion 1994: 6-7, 15^2;
Pohlmann 1995: 75-80 (R. Bees).
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to the arc of a circle of about 24 m. in diameter, according both to
Dorpfeld's initial measilrements and to Fiechter's (24.30 m.).'*^
In tracing this theoretical circle Dorpfeld was encouraged to associate
the wall with two other constructions: a cutting (called V) in the rock of the
east parodos, and another section of wall (called Q) found underneath a base
(J3 in Fiechter's nomenclature) which held an internal pillar of the fourth-
century Skene. This wall, 1.85 m. long, is composed of three blocks and
some rubble-work. It follows a straight line, and differs from R/SMl both
in material and masonry structure. Fiechter, somewhat hesitantly,
associated SMI with a small section of limestone wall, SM2 (1 m. long;
0.60 m. wide), which appeared in the western projections of the Hellenistic
stage-building.
Another section of polygonal wall (D in Dorpfeld's nomenclature, SM3
in Fiechter's) was recognized in the west parodos. Like R/SMl the wall
was constructed in Acropolis limestone and displays only one dressed face
on the downhill side (Figure 7). It is straight and its regular polygonal
structure is quite different from the masonry of R/SMl
.
Finally, Dorpfeld dated three poros foundations to a period earlier than
the second half of the fourth century. Two of these are located in the west
parodos (A and B in Dorpfeld's nomenclature, bl and b2 in Fiechter's); the
third (J in Dorpfeld's nomenclature, b8 and b9 in Fiechter's) is located in
the east parodos.
An Attempt at Reconstruction
There are many different ways to combine and interpret these remains,
which moreover have been variously dated. Dorpfeld associated R, V, and
Q to reconstruct a large circular orchestra, somewhat displaced to the
southeast in comparison with the orchestra of the second half of the fourth
century. Accessible from two parodoi, this orchestra would have been
supported from below by a wall of some 2 m. in height, of which R/SMl
and D/SM3 were the remnants. B/b2 and J/b8-b9 supposedly formed part
of the retaining wall for the koilon. Fiechter resolutely criticized the
association of R, V, and Q, and he established that Cutting V was not
curved and that Q not only did not follow a curvilinear course, but was very
different in masonry technique from R/SMl. '*^ Moreover, he showed that
the foundations A/bl, B/b2, and J/b8-b9 were not as old as Dorpfeld
thought and that they probably held honorific monuments.
Only the two retaining walls, SMI and SM3, appear to be certainly
older than the fourth century or sufficiently well preserved to permit
'*^ For the uncertainties of this measurement, see DOrpfeld, BPhW 41 (1921) 1212-14 and 43
(1923) 442; Allen 1922: 121-25.
'*^ Contra, Dinsmoor 1951: 310-14 (who stigmatizes "the Fiechter heresy of 1936") and
Scullion 1994: 21-37.
Jean-Charles Moretti 393
AUTRISSC
C 8 U N D R 1 S 5
Figure 6
Plan and elevation of R/SMl (Dorpfeld and Reisch 1896: 27, fig. 6).
Figure 7
Elevation of the south face of D/SM3 (Fiechter 1935: 84, fig. 75).
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interpretation. Dorpfeld dated the first to the sixth century and the second to
the fifth century. Most of his successors have placed both within the sixth
century, and even in the first half of the sixth century. To argue that they
belong to the age of Cleisthenes on the grounds that the theater was not
associated with the Sanctuary of Dionysus Eleuthereus before the beginning
of the fifth century is not sound method, no matter what Dinsmoor or Martin
say.'*^ There is no reason to think that the site occupied by the theater was
devoid of any construction before the edifice was built. Indeed, the contrary
is proven by an isolated retaining wall on the slope above the diazoma and
wells found in the koilon and in the west parodos.'*^ For want of any means
of producing a stratigraphic date for SMI and SM3, we have nothing to go
on save comparison of their method of construction with that of other
buildings whose date is known. Although Acropolis limestone is rarely
used in the fifth century,"*^ Martin suggested a date around 500^90 on the
basis of a comparison of the masonry technique of the two walls with that of
the Great Drain of the Agora and the Spring House of the Asclepieion.^^
The comparison is appropriate for SM3, but not for SMI, which rather
recalls the supporting wall for the access ramp of the Archaic Propylaea of
the Acropolis. Excavation demonstrated that the ramp was no earlier than
the second quarter of the sixth century, and it is generally dated to the
middle of the century.^'
This chronological problem is of no small consequence for the subject
under discussion. Adherents of a late date identify SMI and SM3 as the
solitary remains of a wall constructed to limit the western parodos and the
performance area of the Classical theater. Adherents of an early date—the
most likely of the two possibilities, at least for SMI—will claim, on the
contrary, either that an orchestra existed above the Sanctuary of Dionysus
Eleuthereus in the Archaic period,^^ or that the Classical theater perhaps
reused and reconverted the terrace-walls that pre-existed it (which would
explain the difference in masonry technique between the two
constructions).^^
'*' Dinsmoor 1951: 314; R. Martin 1987: 363-64.
''^ Dorpfeld and Reisch 1896: 26 (Wall H above the diazoma), 30 (well underneath the
koilon); Fiechter 1935: 83-84 (well in the west parodos filled in with earth containing
Geometric material).
^^ Wycherley 1978: 269; Hintzen-Bohlen 1997: 76. Dinsmoor 1910: 479-80 also notes a
section of polygonal wall under the eastern end of the Stoa of Eumenes "dating probably from
the time of Pisistratus."
^° R. Martin 1987: 363-64, with a useful summary of other proposed dates.
5' Vanderpool 1974: 159 (566); Travlos 1971: 484 (ca. 566); Eiteljorg 1995: 9-11, 58-59
(mid-sixth century); Robertson 1998: 291 (between 550 and 480); Mylonas Shear 1999: 105
(not before the second quarter of the sixth century).
" Travlos 1971: 537; Wurster 1979: 60; Kalligas 1994: 25; Hintzen-Bohlen 1997: 22.
^^ The same problem exists at Thorikos, where one may fairly ask whether or not the
retaining wall AA, found underneath the orchestra associated with the koilon of ca. 450,
formed part of an earlier theater. See Hackens 1967: 80-95.
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One cannot, in any case, insist too much upon the impossibility of
reconstructing the layout of the orchestra and the koilon from the position of
a wall holding up the platform of the performance space. The rectilinear
seating at Argos was associated with a retaining wall for the orchestra;
though it was composed of two rectilinear segments, neither one of them
was parallel to the alignment of the tiers of seats.^'* At Ikarion the wall
bordering the performance area had three branches, of which the central
branch was not parallel to the line formed by the chairs of the prohedria, and
the two side branches returned in the direction of the koilon.^^
The construction in the sixth century of the Sanctuary of Dionysus at
the foot of the slope of the Acropolis probably necessitated building a
system for securing the earth on the slope above the sanctuary. SMI could
have formed part of this system. In the fifth century the theater will have
made use of these developments so as to limit the performance area and
may have completed them (with SM3?) so as to create parodoi. It is useless
to try to reconstruct the course of the wall or walls which limited this space
on the downward side. The position of SMI and SM3 gives us no more
than an impression of their whereabouts.
There is every reason to believe that the fifth-century orchestra was
located more or less in the spot which it subsequently occupied and that the
wings of the koilon of the second half of the fourth century preserve the
position of the side-branches of the fifth-century koilon. The floor of the
fifth-century orchestra cannot be more than about fifteen centimeters below
the fourth-century orchestra as the bedrock rises in the central section of the
orchestra to within 0.22 m. of the Imperial pavement, which itself sits at a
higher level than the Hellenistic floor.^^ One of the remains perhaps allows
a greater degree of precision. Cutting V, which Dorpfeld discovered in the
east parodos, was in the end interpreted to be a section of drain.^''' Since it is
earlier than the fourth-century rebuilding, it must be attributed to the fifth-
century theater, and so allows us to locate, more or less, the eastern limit of
the Classical orchestra.
More than 30 m. separate the virtual northward extension of this drain
and the west side of the Odeion of Pericles. This permitted the installation
of some forty-five rows of benches at a depth of 0.65 m. each. Supposing
that this many benches were actually built and that the other two branches
of the koilon were of similar size, we can estimate that the theater held from
10,000 to 15,000 spectators, if we allow each a seating space of 0.40 m.
About 14 m. separate the line of the drain from the axis of the fourth-
century koilon. Assuming that this axis is the same as that of the fifth-
54 Ginouves 1972: 37^5.
55 Gebhard 1974: 435; Biers and Boyd 1982: 4-5, 12-14. See also Gebhard's observation
on Thorikos: "the builders seem to have no particular interest in symmetry" (Gebhard 1974:
432). '
Fiechter 1935: 59.
DOrpfeld, BPhW43 (1923) 442; Dinsmoor 1951: 313; Scullion 1994: 26.
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century koilon—an assumption that is by no means assured—the Classical
orchestra would have extended some 28 m. east to west at the point where it
is met by the parodoi.
IV. The Stage-Building
Meager as the remains for the performance area may be, there are none for
the stage-building which occupied a part of it. This skene and the crane
which is associated with it are known only from dramatic texts whose
performance presupposes their existence. By general consensus, the skene
was erected in front of the middle section of the seating, somewhat beyond
the koilon 's foremost limit so as to create space for the side entrances into
the orchestra. The building, constructed of wood, had only a single storey.
It is generally reconstructed on a rectangular plan, but the presence on its
successor of front projections on each side (the so-called paraskenia)
encourages one at least to ask if they were not also present on the fifth-
century Skene. It seems in fact more likely that the skene of the second half
of the fourth century preserved the plan of the fifth-century skene than that
the Stoa of Zeus Eleutherius was chosen as a model for a stage-building at
the time of Lycurgus. The skene had doors both in its facade and either at
its side or at its back, in order to allow actors to go from the skene to the
parodoi without using the orchestra, and hence without being visible to the
public. The building had a flat roof which could be used as a secondary
acting surface. A crane was mounted behind the skene. It consisted of a
vertical beam to which a counterweighted arm was attached by a universal
joint; this arm could lift an actor from behind the stage-building and carry
him to the roof or lower him down into the orchestra in front of the stage-
building.^^
Three aspects of this reconstruction continue to be objects of
controversy. Did the front of the skene have three doors or only one? Was
the Skene fitted with decorations specifically appropriate to each play that
was performed? Was there a low stage for the actors in front of the skene?
I think it possible to offer a partial response to the first of these questions by
bringing not just dramatic texts to the debate, but evidence from the remains
of Hellenistic theaters where Classical plays were reperformed.
After the fourth century, actors continued to act in the orchestra, also
using, when necessary, the flat roof of the proskenion, which performed the
same function as the skene roof in Classical times. ^^ The central
intercolumniation of the proskenion was invariably furnished with a double
door and there always existed the possibility of creating side openings by
removing two of the pinakes. At Delos, in the third century, the two panels
designated for removal whenever necessary were specially designed to be
5^ POhlmann 1995: 165-72 (O. Undle).
5'Moretti 1997.
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handled at the time of performance and in full view of the audience.^ They
were lighter and fitted with horizontal bolts to facilitate rapid installation or
removal.
The temporary skene of the Classical period was constructed of wooden
panels which could be assembled for each set of musical competitions. At
other times they were disassembled and stored in skenothekai, such as one
finds in Hellenistic Sparta and at Megalopolis, and which should perhaps be
recognized for the fifth century in the east parodos of the theater at
Thorikos. For this reason one could see the orchestra of the late fifth-
century Athenian theater while one was standing near the propylaea of the
Sanctuary of Dionysus;^' for the same reason, also, Athenians were able to
make a gift to a puppeteer of the skene used in Euripides' day, which was
probably kept in storage, preserved after it ceased to be used.^^ The
Athenian skene must have had a fixed double door at the center of its
facade, but one could create other openings by removing side panels. It
makes little sense to ask if the skene had three doors. It could have had
three, even if (as seems likely) it had only one double door.
Let us summarize the results of this investigation, while taking care to
emphasize the hypothetical nature of our conclusions. In the first half of the
fifth century the theater, which had earlier been located in the Agora, was
moved to the slope above the Sanctuary of Dionysus Eleuthereus. The
sanctuary already existed in the sixth century, and it might have seemed
appropriate to associate with it a building which for decades had housed
competitions in the god's honor. The spot designated for the new building
was not free of previous construction. In arranging its performance space
the theater made use of some of the terrace walls retaining the earth on the
slope above the sanctuary. The koilon was pi-shaped, with branches which
were perhaps asymmetric and divergent. It included a prohedria in stone, in
the form of a simple step, and a series of wooden benches mounted on
scaffolding. On the east side, and probably elsewhere, there would have
been about forty-five rows of benches. The spectators, who did not exceed
15,000, accessed their seats, either from below by passing through the
parodos, or from above by using the peripatos at the top of the koilon. The
orchestra of compacted earth was bordered by a drain. Its width was
something less than 30 m. near the parodoi. A wooden stage-building of
one storey was erected for performances in front of the central section of the
koilon. It had no second floor, but a flat roof which was usable for
performance. A central door and, when desired, two other side doors
allowed communication between the interior of the skene and the orchestra.
One or several service doors also allowed access from the skene to the
^ Fraisse and Moretti 1998: 159.
^' Andocides, On the Mysteries 38.
"Athen. 1. 19e.
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parodos without passing through the orchestra. The building perhaps
included projecting wings. Behind it stood a crane. Nothing prevents one
from supposing that this modest arrangement was built at the beginning of
the Classical period and that it was preserved until the beginning of the
construction finished in the time of Lycurgus. In outline this theater
resembled other fifth-century theaters, but it appears to have been
considerably larger.
Institut de Recherche sur VArchitecture Antique-CNRS, Lyons
23
Later Euripidean Music
ERIC CSAPO
In memory ofDesmond Conacher,
a much-loved teacher, colleague, andfriend.
I. The Scholarship
In the last two decades of the twentieth century several important general
books marked a resurgence of interest in Greek music: Barker 1984 and
1989, Comotti 1989a (an expanded English translation of a work in Italian
written in 1979), M. L. West 1992, W. D. Anderson 1994, Neubecker 1994
(second edition of a work of 1977), and Landels 1999. These volumes
provide good general guides to the subject, with particular strengths in
ancient theory and practice, the history of musical genres, technical
innovations, the reconstruction and use of ancient instruments, ancient
musical notation, documents, metrics, and reconstructions of ancient scales,
modes, and genera. They are too broadly focussed to give much attention to
tragedy. Euripidean music receives no more than three pages in any of
these works (a little more is usually allocated to specific discussion of the
musical fragment of Orestes).
Fewer books were devoted to music in drama. Even stretching back
another decade, we have: one general book on tragic music, Pintacuda 1978,
two books by Scott on "musical design" in Aeschylus (1984) and in
Sophocles (1996), and two books devoted to Aristophanes' music,
Pintacuda 1982 and L. P. E. Parker 1997. Pintacuda 1978 offers three
chapters on basic background, and one chapter for each of the poets. The
chapter on Euripides (shared with a fairly standard account of the New
Musicians), contains less than four pages of general discussion of Euripides'
relationship to the New Music (164-68), which is followed by fifty pages of
blow-by-blow description of the musical numbers in each play—a mildly
caffeinated catalogue-style already familiar from Webster 1970b: 110-92
and revisited by Scott. Despite the ostensible focus on song or "musical
design" in dramatic music, these works are mainly concerned with metrics,
musical taxonomy, and questions of function within the dramatic narrative,
all of which, though relevant, are not the same thing as musical design.
Also highly relevant to Euripides' music is the massive study of the
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Euripidean chorus by Hose (1990-91). I have not seen Jane Beverley's
recent Oxford dissertation on Euripidean monody (1999).
Given the nearly exclusive focus upon music's ethical, social, and
political values by our fifth- and fourth-century sources, one might have
expected more on musical culture and performance. But the discovery that
music has a sociology, and a very central role in cultural discourse, even
within general musicology, dates only to the late 1980s, and is no earlier in
Classics.' Indicative is the segmentation of Neubecker's bibliographical
survey (1990) of works on music published between 1958 and 1986. The
largest categories are ancient theory and notation (17.4%), and
reconstructions of ancient instruments (15.7%); the smallest categories are
ethics and aesthetics (2%), musical education (1.7%), and music therapy
(0.9%). A handful of other works of cultural-historical interest ends up in
sections labelled "Spezielle Gebiete und Gesichtspunkte," or "Varia." By
contrast, Gentili and Pretagostini 1988 includes a section devoted to
"Musica e societa." The 1992 International Colloquium on Athenian
Democracy and Culture included a short survey by Beschi (1996) on
democracy and music, a topic which might scarcely have seemed viable ten
years earlier. The forthcoming collection edited by Murray and Wilson will
be entirely devoted to the study of music as social practice and cultural
discourse in Classical Athens.
Of the many articles on ancient music published in the last two
decades, the following are of particular interest for tragedy, Euripides, or
New Music: Richter 1983 examines change in tragic music in relation to its
social and historical context. Wilson has illuminating discussions of the
significance of pipe music (1999) and the music of stringed instruments
(forthcoming [b]) to the Athenian imagination (cf. Wilson in this volume).
Some recent work has been done on the social and economic background of
the auletic profession in general (Nordquist 1994; Scheithauer 1996 and
1997). We eagerly await the specific study of theatre auletes by Wilson
(forthcoming [a]). Edith Hall has written two fascinating studies of the
significance of actors' song in drama (1999a and forthcoming). The social
and ideological function of the tragic chorus has received a lot of attention
lately (especially Castellani 1989; Gould 1996; Goldhill 1996; Mastronarde
1998 and 1999), but music (perhaps oddly) plays only a small part in this
debate. My own contribution (Csapo, forthcoming [a]) to the volume by
Murray and Wilson seeks out the links between the socio-economic,
professional, technical, stylistic, ethical, and political sides of the New
Music. Of direct relevance for the study of New Music is the slim volume
(1992) and articles on dithyramb by Zimmermann (1989, 1993).
Two startling facts emerge from this discussion. First, there is no
extended single study devoted to New Music. Second, Euripides is the only
fifth-century dramatist never to have a major work dedicated to his music.
' For developments in musicology, see N. Cook 1998: 87-104.
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This leaves gaps precisely where the material is richest. The New Musical
revolution is probably the single most widely commented cultural event of
antiquity: The great controversy it sparked has left us with plentiful, if
scattered, evidence for its reception, which, if collected, might fill a good-
sized volume. Much of it, whether comic parody, historical anecdote, or
musicological commentary, offers a relative wealth of information on
Euripides' innovations and on his performance style. We also have far
more remains of Euripides' lyrics than of any other Classical poet. Even
sixty-six notes survive on two different papyri that might go back to his
original "scores." (The only other possible remnant of fifth-century music,
by Sophocles or his grandson of the same name, was published by M. L.
West as recently as 1999.) We owe this wealth of text, commentary, and
musical notation to the fact that Euripides' songs made a greater impact on
contemporary and later audiences than those of any other musician or
dramatist.^
II. The New Music
The label "New Music" is a coinage of modern scholarship.^ When the
ancients spoke collectively of the new style of musical performance that
emerged between about 430 and 380, they spoke of "theatre music," or
otherwise associated the music with the theatre and with mass audiences."^
Modern treatments generally pay insufficient attention to this detail. They
present New Music with a series of mini-biographies of Phrynis,
Melanippides, Kinesias, Timotheus, Euripides, Agathon, Philoxenus, and
Telestes, as if the movement could be adequately treated as a relay of
influence by one composer to another. This stress on individual creativity
follows the instincts of ancient (mainly Peripatetic),^ no less than modern
(post-romantic), art history. But the price of historical individualism in art
history here, as elsewhere, is the misrecognition of the social and economic
factors which make innovation acceptable, desirable, or consistent enough
to be reckoned coherent movements. For the purposes of cultural history,
"New Music" can be better understood, with the ancients, as "theatre
music."
New Music's association with the theatre was anything but casual. It
mainly affected the theatrical genres of dithyramb and drama.^ Its heyday
2 See Michaelides 1978; E. Hall 1999a: 99.
^ In order to reduce the compass of this very short historical introduction, I have kept to a
minimum those arguments and annotations which I have treated more fully in Csapo,
forthcoming (a) and (c).
* PI. Lg. 700a-01d; Arist. Pol. 1342al8; Aristox. frr. 26, 29 da Rios; Ps.-Plut. De mus.
1140d-f, 1142d(aicnviicri).
^Seee.g. Arist. Mer.993bl5.
^ Also nome, performed by the same poets as dithyramb, and also for large audiences, and
eventually in theatres.
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coincides with the time of the theatre's first great expansion. In Attica,
apart from the City Dionysia, we have no certainly attested dramatic
festivals until after 440, but by the mid-fourth century there were at least
fifteen. Dithyramb too spread to another eight or nine festivals at this time.
Outside Attica, theatrical festivals are certainly attested for Macedonia at
the end of the fifth century and probably for Syracuse, Taranto,
Metapontum, Argos, Eretria, and Isthmia. Drama was widespread in
Greece by the mid-fourth century, and ubiquitous by the late fourth century.
Outside Athens dithyrambic contests are attested in the fifth century at
Delos and Delphi, and by the end of the fourth century at Thebes, Keos,
Euboea, lasos, and probably Thasos.
Theatre had a profound impact both on the economics of musical
performance and on the sociology of patronage, performance, and
spectatorship. With the building of large theatres and the creation of annual
theatrical festivals, musical performance attained an unprecedented
magnificence and frequency. Its cost had far outgrown aristocratic
patronage; only tyrants and democracies could afford it. The Athenian
democracy did so with a complex combination of public and private money,
not to mention entrance fees, appearing for the very first time in Greece.
Democratic theatres, at least, were less "sponsor-directed" (Bremer 1991:
59), more consumer-oriented, and considerably less bound to tradition. For
the various interests engaged in theatrical production, success was measured
entirely by the satisfaction of the theatre public, which sat in judgment over
the competition—in theory at least the judges not only represented but were
expected to gauge the public preference. The audience felt, not only free,
but obliged to give frequent expression to its approval and disapproval.
The "mass entertainment industry" which grew up in the theatres came
to support a larger and more specialized class of professional performers
than had ever been seen in Greece. Specialization and professionalization
had its first and greatest effect upon the piping and acting professions.
Theatrical pipers stood out as predominantly lower-class and foreign by 430
at the latest. The theatre offered professional performers an unprecedented
opportunity for gaining money and status. It was highly competitive. A
"star" had to be both expert and distinctive. By the last quarter of the fifth
century theatre pipers with international reputations competed for
professional distinction through virtuosity and innovation. Music changed,
in the first instance, because most forms of traditional music were designed
for the voice of an amateur chorus or soloist, and allowed the
instrumentalist little scope to display his accomplishments.
Actors remained predominantly Athenian until the end of the fifth
century (so the sparse evidence suggests), and some well-connected
families, like Aeschylus' for example, long continued to practice in this
branch of the theatre profession also. But by the early fourth century
foreigners and nobodies began to predominate. From the 420s actors seem
to have been sharply divided between advocates of the dignity of a
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restrained, traditional, declamatory style, and a new professionalism
championed by actors like Kallippides, who brooked no restraint in
developing their talent for vocal and gestural mimesis.^ For our present
purposes, the most important development was the refinement of the actor's
power of song, which, we will see, is very much in evidence in drama by
the mid-420s.
The Athenian democracy regarded the rise of the theatre professions
with some ambivalence. On the one hand it gave official recognition to the
high public profile enjoyed by actors with the institution in the 440s of
actors' prizes, independent of those for the production, at the Dionysia for
tragic actors and at the Lenaea for tragic and comic actors. On the other
hand, public recognition was carefully directed towards those who (at least
notionally) gave voluntary service to the state. The inscriptions known as
the Fasti, probably based on official documents, name only the choregos,
the chorus, and the poets. Choregic monuments and dedications are
exclusively interested in the choregos and his chorus. Official terminology
is entirely centered on the chorus, which generally stood for the entire
production: A poet was said to "ask for a chorus"; the archon "granted a
chorus"; at the competition the herald invited the poet to "bring on the
chorus"; the festival judges "judged the choruses"; tragedy and comedy
were commonly referred to as "the choruses of the tragedians/comedians";
dithyrambs were "circular choruses." Even the poet was named as a mere
adjunct to the chorus, its "teacher," and the choregos its "leader."
The public representation of drama and dithyramb stressed the willing
contribution of citizen volunteers, as gifts to the state, to be repaid with
honours. The very insistence on this elite exchange of gift and honour leads
one to doubt its veracity. There is in fact good reason to suspect that
Athenian choreuts received cash incentives from the choregos in addition to
payment in kind (meals, upkeep, and training).^ Poets, normally members
of the elite and, for a much longer time, members of the Athenian elite,
were also represented as fighting only for crowns and prizes, but in reality
they received substantial cash honoraria from the state. Laws were passed
in order to preserve these official representations: Heavy fines were
imposed on any who admitted foreigners (by definition professionals) into
the chorus at the Dionysia and Lenaea. At the Dionysia even metics were
banned from offering choregic or choreutic service. For the entire history of
the Athenian democracy all choreuts were at least notionally unpaid
amateurs.
By contrast no attempt was made to conceal the fact that pipers and
actors were hirelings, under contract to the state, and paid a fixed fee for
their service. In its depreciation of the value of paid labour the Athenian
democracy was oddly, and perhaps somewhat uncomfortably, in accord
^ See Csapo, forthcoming (d).
* Wilson 2000: 126-28.
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with elite sentiment. But in contrast to the official stance, we have evidence
of a change in popular attitudes, beginning in the later fifth century. By
about 430 vase paintings which show scenes of dramatic performance begin
to shift from a nearly exclusive interest in the chorus to a focus on actors
and pipers.^ Figurines showing comic and tragic actors circulate widely as
emblems or souvenirs of theatrical performance.*^ By the early fourth
century pipers' names also begin to appear on choregic monuments,
sometimes even before the poets'. Some time before 341 the success of a
production was deemed so to depend on the performance of the actors that
rules of fairness dictated the allotment of each competing troupe to one play
of each competing tragic trilogy. Soon afterwards, Aristotle observed that
"in the theatre the actors are now more important than the poets" (Rhet.
1403b33).
It is important to recognize that New Music's most creative period also
coincides with the period of Athens' greatest political and ideological
polarization: the years of the "radical democracy," followed by two
successful oligarchic coups, a civil war, and the re-establishment of
democracy based on an uneasy reconciliation. It is not at all surprising that
the political context coloured the reception of the New Music. The musical
theorists considered New Music a product of democratic mob-culture and
vulgar tastes. Plato dismissed it as musical "theatrocracy" (Laws 701a),
Aristotle as "handworkers' music" {Pol. 1341bl4), and Aristoxenus as the
"People's music," pandemos mousike (fr. 28 da Rios). Ethically, their
indictment goes much further. They claimed that New Music was
conducive to insurrection and buggery. It pandered to the "appetites" of the
masses, which were ungovemed and ungovernable by reason or propriety.
For some, like Plato, it became a symbol of all that is evil in democracy.
Discussions of music by comic poets, philosophers, and technical writers of
the late fifth and fourth centuries are coloured by a hostility, bordering on
hysteria, towards the popular music of their day. Far too much of their
characterization and evaluation of the New Music (to say nothing of the
"traditions" they oppose to it) is simply absorbed by modem scholarship.
The critics belonged to a conservative elite, which, deprived of political
control, continued to pride itself on its cultural superiority. By the 430s,
however, a gentleman's accomplishments in music paled alongside those of
the new professional musicians and actors, and his musical traditions were
ridiculed as archaios ("old-fashioned" and "simple-minded").'' The elite
turned their critical arsenal against New Music, but on any fair assessment
their complaints on aesthetic grounds are thin: They condemn the music's
complexity, versatility, volubility, ornamentation, and emotionalism. This
' Green 1994: 34 for actors; Taplin 1993: 71-78 for pipers.
'° Green 1994: 34-37.
"E.g. Ps.-Plut. De mus. 1135c. Nagy 1990: 107-08 and 112-15 discusses the
disappearance by the late fifth century of musical classics from the Archaic period.
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amounts to little more than condemning music's mimetic freedom, and the
professionalism and virtuosity of its performers. But this was precisely the
fault. New Music was a new professional music, performed by foreign
professionals, usually of working-class origins, for pay, for the
entertainment of the masses, when drunk, on holiday, and generally in their
most self-assertive frame of mind. Because of its theatrical context and all
this implied, New Music was systematically characterized as inferior by all
the tropes familiarly used to designate the free male citizen's "Other." New
Music was characterized as barbarous, servile, anarchic, uncontrolled, and
effeminate. In the fourth section of this paper, we will explore a curious
apparent complicity on the part of the New Musicians with some of the
terms of the elite criticism, though certainly not with its negative
assessment. But first we must locate Euripides' place in this movement.
III. Euripides and the New Music
Modern discussions of "New Music" concentrate almost exclusively on the
composers of New Dithyramb and the new style of nome (usually the same
poets). Less attention is paid to the professional auletes who accompanied
the dithyramb (citharodic nomes were apparently performed by the poets
themselves) and still less is paid to drama. Certainly dithyramb emerged as
the site of New Music's most radical experiments, and it was dithyramb that
most drew the critics' fire. For this reason the standard view is that
dramatic New Music is entirely derivative and dependent on the creative
energies of Melanippides, Kinesias, Phrynis, Timotheus, and Philoxenus.'^
This view is not, however, universal. W. D. Anderson (1980: 295) writes,
"without doubt, Euripides was in the forefront of the 'New Music'." There
is, unfortunately, doubt.
Explanations of Euripides' interest in New Music usually stop at his
personality or at popular taste, or indeed, at both together. For this kind of
historical explanation, there are four options. Euripides can be seen as a
restless innovator flouting the tastes of a conservative philistine public.
Conversely, Euripides (and Agathon) could be seen as passively caving in,
even reluctantly, to popular taste formed by New Dithyramb. One can also
seek a compromise (or perhaps not quite soluble mix) of these antithetical
views, which is in fact the favorite choice. Pintacuda, for example, writes
(1978: 167-68):
La constatazione da fare e questa: Euripide, definito generalmente
progressista e rivoluzionario, fu in realta un cauto innovatore, pronto ad
assimilare le esperienze e le conquiste degli altri, ma prudentissimo nel
trarne profitto immediato. Egli si mostro aperto aU'evoluzione della
musica, che si avviava allora per nuovi cammini sotto I'impulso di uomini
come Filosseno e Timoteo ... ma soltanto dopo che costoro ne avevano
'2 A standard view from Wilamowitz (1903: 101) to M. L. West (1992: 351).
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sperimentato i risultati e dopo aver controllato le reazioni favorevoli o
negative del pubblico Euripide attua le sue riforme secondo le proprie
inclinazioni e i propri interessi musicali.
The view of Euripides as cautious innovator allows one to adhere to the
ancient critical assessment that New Music was the primary cause of the
degeneration of music and poetry in the Classical period, while at the same
time preserving Euripides from the stain of full responsibility. I know of no
explicit entertainment of a fourth option, namely that Euripides and his
public both embraced New Music with equal fervor. This option deserves
consideration.
Placing Euripides in the respectable rear-guard of innovation entails
some tricky chronology. Of the principal exponents of New Dithyramb,
Melanippides was capable of exerting an influence on Euripides from ca.
440, Kinesias from ca. 425, but the most radically innovative Timotheus
only from ca. 420, at the earliest, and Philoxenus a good decade later.
Euripides' New Music is thought to have been particularly influenced by
Timotheus because ancient writers attest to a personal relationship between
them, and because there is clearly some borrowing between the poets in
Persians and Orestes, though, due to the difficulty of dating Persians, it is
not entirely clear which way it goes. A late date for Euripides' conversion
to New Music is obviously helpful to those who would like to see him as a
cautious innovator.
The year 415 has long been considered a turning point in Euripides'
career.'^ Walther Kranz contributed greatly to this date's mystique when he
interpreted Trojan Women 511-13 (where the chorus introduce their song as
a Kaivcov ij|ivcov . . . a)5dv) as a fanfare advertizing Euripides' inaugural
launch of "the dithyrambic style" into tragedy. As Webster puts it (1967a:
20), "if Maas' dating of Timotheos' Persae before 415 is right, it looks as if
Euripides waited until the new music was well established before he took it
over into tragedy first for recognition duets and then for monodies." 415 is
late enough to save the portrait of Euripides as cautious imitator.
The portrait, however, is questionable. It does not quite square with
ancient testimony (both comic and theoretical), which places Euripides and
Agathon among the chief musical innovators of the late fifth century. Nor
does it square with the ancient conceptualization of "New Music" as
"theatre music," which cannot be limited to "New Dithyramb." Indeed, far
from being a cautious imitator of Timotheus, Euripides is represented in
anecdote as his mentor, and is even said to have written the proemium of
Persians, which, if true, is not easily reconciliable with the notion that he
cautiously waited to evaluate its popular success.''^
The chronology of Euripides' New Musical innovation is also more
problematic than generally supposed. More pointedly, it supports neither
'^ See the works listed by Pertusi 1952: 251 n. 2; Pintacuda 1978: 167 n. 33.
'" Satyrus. Vita Eur. (P.Oxy. 1 176, fr. 39. col. 22); Plut. an seni sit 795d.
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the notion that Euripides was cautious nor that his first flirtations with New
Music were inspired by Timotheus. The most obvious symptom of
Euripides' interest in New Music is a shift of the musical burden from
chorus to actors. He is the first tragedian known to make extensive use of
actors' monodies and actors' duets, even trios. '^ His later plays show an
increase, not only in actors' song, but in the number of lines delivered by
actors in recitative. Particularly important is his introduction of astrophic
and polymetric "free" forms. Because of their complexity they were more
suited to delivery by the professionally trained voice of the actors,'^ though
Euripides also introduces them into choral song.'"' Webster 1967a: 19 notes
that the epodes to choral stasima (which are, by definition, astrophic) also
grow in length in the later plays. Of these innovations monody (and indeed
astrophic monody) appears already in Alcestis, and is already frequent in
plays of the late 420s. Actors' duets appear first in Andromache (probably
424-422). Trochaic tetrameter, a recitative meter, previously used only in
Aeschylean tragedy, appears for the first time in Heracles (ca. 419^17) and
in all extant Euripidean plays thereafter. Astrophic and polymetric choral
song appears already in Hippolytus, but otherwise only in plays from the
later 420s onwards.
Unfortunately it is not easy to get a clear sense of the chronology or
frequency of these distinctive forms, nor to tell just how distinctive they are.
Some scholars find monody in Aeschylus, others in Sophocles, others in
both, and still others only in Sophocles' later plays. No two scholars seem
to agree on the number of monodies in extant Euripides—is it sixteen,
twenty-one, or twenty-nine? '^ All depends on how you define monody.
Certainly Euripides' priority is best served by definitions which insist on
self-contained content and structure: Sophoclean actors' songs are always
embedded in a larger musical part which includes exchange with the chorus
or other actors, even if the soloist temporarily ignores them.'^
Self-containment is certainly a distinctive feature of Euripidean New
Music. But much depends on just how heavily we weigh this feature, and
much on how we interpret it. In his highly influential Stasimon, Kranz
labelled ten late Euripidean choral stasima "dithyrambic," mainly because
See Earner 1971; Propp 1971; Hose 1990-91: 1 230-56.15;
'^ Metrically regular, astrophic monody: Andr. 103-16. Polymetric and strophic monody:
Ale. 394-415; Hec. 154-76, 197-215; Suppl. 990-1030; El. 112-66; Ion 112-83; Tro. 308^1.
Polymetric and astrophic monody: Hec. 59-97, 1056-84, 1089-1106; Tro. 122-52, 278-91;
Hel. 229-51, 348-85; Phoen. 301-54, 1485-1538; Ion 881-922; Or. 982-1012, 1369-1502; M
1279-1335, 1475-1509. Strophic actors' duets and trios: Andr. 501-44, 825-65; Tro. 577-94.
Polymetric and astrophic actors' duets: Her. 1178-1213; Ion 1439-1509; 77827-99; Hypsipyle
fr. 64. 70-154 Bond; Hel. 625-97; Phoen. 103-92, 1539-81, 1710-57.
'' Astrophic choral song with regular metre: Hec. 1023-34; Suppl. 271-85, 918-24; El.
585-95; Hel. 515-27; Bacch. 1 153-64. Astrophic and polymetric choral song: Hipp. 1268-82;
Her. 875-85, 1016-37; Ion 1229-43; lA 1511-31.
'^ Compare e.g. Earner 1971: 279-80; Pintacuda 1978: 29; Privitera 1991: 153; Hose 1990-
91:1231-32.
Earner 1971: 313-20.
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the odes were "fully self-contained ballad-like narratives" (1933: 254). The
label "dithyrambic" perpetuates the notion that Euripides' songs simply
copy New Dithyramb. More insidiously, the criterion of self-contained
narration perpetuates the notion that drama's participation in New Music
consisted largely in the insertion of extractable, irrelevant, and often
meaningless, musical interludes which performed a purely aesthetic
function at the cost of the drama's integrity.^^ Furthermore, Kranz's dating
of the beginning of Euripides' imitation of dithyramb to 415 brings the
"dithyrambic stasima" into a close implicit relationship with the emboUma
(viz. entirely self-contained choral repertory songs which could be inserted
into any play) which Aristotle ascribed to Agathon. The "self-containment"
criterion thus helps perpetuate the view that New Music was a major cause
of drama's corruption and degeneration. Kranz adduces the scholiast to
Acharnians 443, who, apropos of a reference to choreuts standing about
looking silly, writes, "he mocks Euripides with these verses also, because
Euripides introduces choruses that utter things unconnected to the plot, but
narrate some stories, as in the Phoenissae," and also shows that the scholiast
took his ultimate inspiration from Aristotle.^'
One problem with this characterization of Euripides' "dithyrambic
style" is that there is nothing particularly dithyrambic about "self-contained
ballad-like narratives," barring the oddity of Bacchylides, whose
"dithyrambs" are not certainly dithyrambs, and who in any case represents a
style normally opposed to New Dithyramb. Another is that this criterion
distracts attention from choral odes which might otherwise be labelled
either dithyrambic or New Musical: Kranz singled out the parodos of
Iphigenia at Aulis (164-302) as showing the same dithyrambic qualities as
his stasima, but said nothing of the parodos of Bacchae, which Seaford is
surely right in supposing to be "if not exactly a dithyramb, certainly
dithyrambic. "22 Yet another problem lies in the determination of self-
containedness, or rather its flipside, dramatic irrelevance. Vindicating the
relevance of late Euripidean choral odes has been a productive minor
industry since the 1960s.23 Happily it has led to the articulation of different
criteria for dramatic relevance, above all criteria of mood and imagery
rather than thought.^'* Finally, we should draw attention to problems with
Kranz's dating of Euripides' New Musical debut to 415. Kranz places a
heavy burden of interpretation upon Trojan Women's "new song," which
may well refer to New Music, though the words do nothing to suggest that
20 In Kranz's wake, most notably Helg 1950: 53-57; Alt 1952; Pohlenz 1954: 440; Lesky
1971: 454; basically also Panagl 1971.
2' Cf. Kranz 1933: 251-52. The scholia to Phoenissae 1019 and 1053 echo the source of
this judgement. On anti-Euripidean criticism in the scholia, see Elsperger 1907/10.
2^ Seaford 1981: 270; cf. Seaford 1996a: 29 and 156-57.
" Specific mention could be made of Parry 1963: 90-103 and 147-72; Neitzel 1967; C. P.
Segal 1971b; Walsh 1974; Nordheider 1980: 21-26, 45-56, 82-87, 93-104; Hose 1990-91.
24 Cf. Knox 1985a: 338.
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the song is new to Euripides. ^^ Kranz in fact finds two "dithyrambic
stasima" in Euripides' Electra, which in his day was dated, for bad reasons,
to 413, but can now, for good ones, be dated to ca. 420.^^ As we have seen,
even a fairiy restrictive list of Euripides' formal innovations in song would
place his serious flirtation with New Music well before 415.
Because of difficulty and disagreement in the definition of forms like
monody, amoibaion, ode, etc., I would like to present some rough statistics
based simply on the distribution of lines sung by the chorus and lines sung
by the actors. As New Music is essentially professional music, the
assumption is that Euripides' active engagement with New Music will be
reflected by a marked increase in the music sung by actors. I have also,
however, included a category of songs by the chorus and actors together,
distinct from songs by the actors and chorus alone (my rough criteria for
this division are given in my "Note to Figures la and lb"). Even partial
participation by a professional soloist may indicate an increase in the
complexity of the music. Figures 1 and 2 offer statistics for the manner of
delivery of all musically accompanied verse in Euripides and Sophocles.
The statistics are rough, as I say, because based on traditional line counts.
The plays are in chronological order with unknown dates supplied by Cropp
and Fick's "most probable" dates (based mainly on statistics for iambic
resolution). Figures 1 and 2 show:
1. There is no decline in the amount of music in the plays generally
(Figure 1, last column). On the contrary, Euripidean tragedies certainly or
probably produced after 420 show a slight increase in the number of lines
per drama that were sung (+5.6%) or sung and chanted (+6.4%) to music.
Sophocles shows little change (+2.1% and +0.5%).
2. There is an uneven but clear increase in the amount of music
delivered by actors, especially from the later 420s onward (Figure 1 , fourth
column). In the four Euripidean plays datable to earlier than 425 the
number of lines per play given to actors' song averages 1.7% (and never
exceeds 3.6%). The number of lines per play given to actors' song plus
recitative averages only 3.2% (and never exceeds 8.6%). Plays datable
from the later 420s to 408 average 7.4% and 9.7% respectively (with
Phoenissae as high as 14.4% and 17.6%). In other words, the average
amount of song delivered by a professional performer more than quadruples
in the case of song and more than triples in the case of song plus recitative.
If we isolate the six Euripidean tragedies datable from 416 to 408 we get
averages as high as 8.9% and 12.5% respectively. We can contrast this
situation with Sophocles, who is consistently reluctant to yield song or
^^ Kranz's "poetological" reading of this verse was challenged by Neitzel 1967: 44-48,
though Neitzel's interpretation is not entirely satisfactory. Biehl's Teubner text (1970) gives a
less programmatic reading, taking Mouoa Kaivcbv v^vmv as a single noun phrase. Barlow
1986b: ad loc. thinks the novelty consists in singing a lament for a city.
26 Cropp and Pick 1985: 23; Cropp 1988: 1-li; Burkert 1990.
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the professional voice: Purely choral delivery accounts for 1 1.3% (song) or
12.3% (song plus recitative) of plays from this period, as opposed to 14.9%
mixed or solo actors' song and 19.5% song plus recitative. The statistics for
Sophocles, surprisingly, tell the same story, with a very clear preference for
mixed deliveries in the plays after 420, even though unmixed actors' song
and recitative is avoided.
4. The general trend is more sharply defined if we take the total
percentages of lines of song, and song plus recitative, delivered by the actor
(Figure 2, last column). In Euripidean plays before the mid-420s {Alcestis
to Hippolytus) the actors account for an average of 13.3% of all song, and
26.3% of all song plus recitative. In the following decade {Andromache to
Heracles), the actors receive almost three times the previous percentage of
song, with 37% song and 37.1% song plus recitative. In the next decade
{Ion to Orestes) the actors' percentage of song averages A1A% and of song
plus recitative 52.2% (with nearly three-quarters of all the musical lines in
Orestes). Comparison of the statistics for Sophocles' plays shows a similar,
if more modest, pattern of increase. Before the mid-420s, actors deliver
23.6% of the sung verses, as opposed to 38% in the following decades. For
song plus recitative the percentages are 24.7% and 31.7% respectively.
5. For the moment I say nothing about the two posthumous plays of
Euripides. This is partly because of the difficulty posed by the state of the
text of Iphigenia at Aulis, and in particular its double prologue, but mainly
because these two plays suddenly and drastically reverse the trend towards
increasing the amount of actors' song.
The statistics illustrate the degree to which the musical burden shifted
from the chorus to the actors in Euripidean drama. The quantitative increase
in actors' music would seem to respond to the desire on the part of the
musicians and actors to display a musical range and virtuosity beyond the
reach of the amateur chorus. If so, these statistics confirm the view that
Euripides embraced, and even Sophocles accommodated, the new
professionalism in music. The statistics also suggest, contrary to general
opinion, that Euripides is exploiting the new professionalism in the music of
pipers and actors by the mid-420s, though it is evident that a more decisive
shift in this direction occurs a decade later. There is at least no sudden
conversion in 415, nor any great likelihood that Euripides suddenly
succumbed to the influence of Timotheus, or any other single artist, in the
mid-420s.
The advantage to Euripides was not simply better music, but a
qualitative change in music that, far from being intrusive and irrelevant, was
entirely suited to the kind of tragedy he wished to write. Old tragic music
was sited in the orchestra and functioned to mark pauses in the action for
reflection and commentary by characters not directly involved. But from the
mid-420s onwards music began to move from the margins of the dramatic
narrative to centre stage. In this way, tragic music became more, not less,
relevant to the plot. Increasingly it marked the emotional outbursts of the
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cultural backwater. The Macedonian kings collected New Musicians (among
them the leading poets Melanippides, Euripides, Agathon, and Timotheus),
and top actors, though their presence is not recorded, were well within their
means. In most other respects the posthumous plays conform to Euripides'
late style. Indeed, rather than a lapse or recantation, we will soon find
grounds for characterizing the Bacchae as Euripides' New Musical piece de
resistance.
IV. What the New Music Does
An old story has it that dithyramb departed steadily from its cultic roots until
it degenerated into the purely literary and secular New Dithyramb: "Der
jungattische Dithyrambos wendet sich nicht mehr an eine Gemeinde von
Glaubigen, sondem von asthetischen Feinschmeckem" (Schmid 1901: 28);
"So far as we can see the religious significance rather rapidly went out of
dithyramb, as the words became unimportant or degenerate, and it became
what may be called 'concert-music,' such as the Oratorio was in the
nineteenth century" (Pickard-Cambridge 1962: 59); "ditirambo 'nuovo,' i cui
caratteri cultuali e religiosi dovevano essere senza dubbio molto sfumati e
quasi evanescenti" (lerano 1997: 206). Zimmermann presents the fullest
recent variant: Dithyramb devolved from cult song, to "Song of the Polls,"
and finally to pure and empty aestheticism, "I'art pour I'art," i.e. New
Dithyramb (1992: 136). Apart from Zimmermann's positive, political
evaluation of earlier Classical dithyramb, it is very much the old cabbage,
notwithstanding a short chapter demonstrating a greater frequency of
Dionysiac elements in New Dithyramb than in Bacchylides and even
Pindar—a Dionysianism Zinmiermann dismisses as superficial archaism and
mannerism (129-36; cf. Zimmermann 1989). Kappel (1996: 584) dryly
remarks, "damit ist Z[immermann] . . . eindeutig seinen polemischen
Gewahrsleuten (alien voran Aristophanes und Platon) auf dem Leim
gegangen."
New Music is strictly implicated in any characterization of New
Dithyramb, whose infection it is deemed to share and spread to other
genres. Notwithstanding occasional pleas, some as early as the 19608,^^ to
flush away the thick ideological residues of ancient criticism. New Music is
still generally regarded as a conspicuous moment in the decline of Classical
culture. It manifests all the frequently advertized symptoms: loss of
religious feeling, disengagement from the life of the polls, and often the
evaporation of a vague unarticulated spiritual je ne sais quoi. As Kappel
suggests, the principal source for modem "decadence theory" is ancient
critics hostile to the New Music, especially Plato's potted history in Laws
(698b-701d), which ascribes the corruption of simple traditional hymnic
forms to opportunist poets and theatre audiences. German romanticism
2'' Pohlmann 1960: 1-2 and Richter 1968: 4.
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confidently combined his allegations of cultural decline with Aristotle's
theories of literary evolution to produce an organic model of literary
evolution. Herder 1767 sketched a history of the genre in three phases: a
first phase in which dithyramb emerged more or less spontaneously out of
cultic drunkenness and religious fervor (= youth); a second imitative phase
in which the language was detached from its original setting (= maturity:
Simonides, Pindar, et al.); a third phase in which poets tried to outdo their
predecessors and in doing so lost all contact with the original source of
inspiration in communal religious worship (= decadence: New Dithyramb).
Such decadence theory once governed Euripidean studies as it still governs
histories of dithyramb, comedy, or Classical poetry. ^^ But Euripides,
happily, survives well enough to allow scholars to put into perspective the
predispositions of ancient and modem critics.^^ This seems not to be the
case with music, where Euripides is painted with the same brush as New
Dithyramb. Euripides' later songs are typically characterized as "irrelevant
diversion . . . concerned with immediate effect at the expense of a larger
coherence" (W. D. Anderson 1994: 122).
It is difficult to see how anyone could disprove the claim that New
Music is empty aesthetic sensationalism, devoid of any higher purpose or
depth of feeling, religious or otherwise. But perhaps the burden should fall
on those who see decadence, since 2,500 years have not sufficed to produce
agreement on the causes, let alone to substantiate the claim. The ancient
critics were motivated by antipathy to democracy, European romantics by
nostalgia for antique piety and spirituality; I cannot help suspecting that
modem appeals to the decadence model have more to do with nostalgia, in
the age of globalization, for a time when economies, culture, and politics
were within the control of a national electorate. In any case the emphasis in
current applications of the decadence model to New Music (such as
Zimmermann's or Anderson' s)^° is on the loss of democratic values (in
opposition to the ancient critics), and even on some sort of premature
spiritual loss of the polis (a good century before the fact!). Indeed, this
alleged collapse of democratic and polis values begins at a time when the
polis and democracy were most vigorous. New Music gives no obvious
indications of political, religious, spiritual, or cultural "decay." A better
case might be made for New Music being the cultural bloom of polis
democracy's most vigorous moment, and playing a leading role in the late
fifth-century religious revival.
New Music had, after all, something to do with Dionysus. It developed
in the theatre and especially influenced the Dionysiac genres of dithyramb
^^ Further discussed in Csapo, forthcoming (d).
^' See Michelini 1987: index s.v. "decadence." Cf. the debate on the relevance of
Euripidean odes examined in the last section.
^" W. D. Anderson 1994: 169: "'New Music'. . . reflected the same shift away from the
citizen body and toward the individual—a city man, but no longer a member of the polis—that
appears so unmistakably in poetry, philosophy, and art."
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and drama. The theatrical and Dionysiac performance context shaped all its
distinctive features. The economy of mass entertainment permitted
specialization and professionalization on a new scale. The agonistic setting
encouraged innovation and virtuosity. Above all the Dionysiac context was
appropriate to a new type of song which liberated music's power to inflame,
disorient, and intoxicate through its intensity, range, colours, ornament,
polyphony, mimicry, synaesthesia, and dizzying volubility. Far from
embodying the final collapse of the religious impulse. New Music
constitutes a revival of the Dionysian element in theatre music, at a time
when it had come close to extinction, to judge from the dithyrambs of
Bacchylides and the dramatic music of Sophocles and early Euripides. The
New Musicians present themselves as the preservers of cultic tradition, even
if such traditions were invented under the spell of contemporary mystery
and orgiastic cult: Their appeals are notably to mystic/Dionysian role-
models like Orpheus, Olympus, or the Korybants.^'
The later Euripides and the New Musicians self-consciously put their
music in cultic and Dionysiac dress. New Musical song frequently evokes
Dionysiac music, Dionysiac cult, and Dionysiac dance. The hymn to
Poseidon by "Arion" (PMG 939) is a dithyramboid hymn celebrating the
arrival of the inventor of the dithyramb, Arion, at Tainaron. It was in fact
aimed at cultic performance (it is taken from an inscription at the sanctuary
of Tainaron) and makes internal reference to dolphins dancing in a circle.
The Pratinas fragment (PMG 708 = TrGF 4 F 3), probably also a New
Dithyramb,^^ involves a chorus of satyrs who describe their song and dance
around the "much-clattering altar of Dionysus." *
The imagery of Dionysiac performance is particularly characteristic of
Euripides' later choral odes. John F. Davidson (1986), Albert Henrichs
(1994-95, 1996a, 1996b), and others have recently drawn attention to the
phenomenon of direct or indirect self-reference which Henrichs calls
"choral projection" and which is especially common in Euripides' late
plays. This appears when a chorus describes its own or another chorus'
song, music, or dance. Choral projection may be a typical feature of
traditional dithyramb: Pindar's dithyrambs frequently give extended
descriptions of Dionysiac music and dance.^^ But whether authentically
traditional or not, choral projection became a hallmark of New Musical
style.
3' Tim. 791. 221-22 PMG; Telest. 806, 810 PMG.
^^ For a late fifth-century date, see Lloyd-Jones 1966; Webster in Pickard-Cambridge 1962:
17-20; Zimmermann 1986 and 1989: 29-30; Hamilton 1990. An early date is supported by
Seaford 1977-78, 1984: 13-14, 1994: 268 n. 349; Kannicht et al. 1991: 50-52, 272 n. 9; van
der Weiden 1991: 5-7; and lerano 1997: 219-26. The piece is described as a "hyporcheme" by
Athfenaeus, who quotes it. In Plato's Ion (534c), where the term is first attested, this is not a
genre but a mode of composition which Includes dithyrambs, enkomia, epic and iambic poetry.
^^ Pind. frr. 70b, 70c, 75 S-M; cf. also the "hyporcheme" ascribed to Pindar (fr. 107a
S-M) and discussed by D' Alfonso 1994: 21-23.
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Figure 3 lists references to music and dance in Euripidean song.^'*
References to instrumental music (second and third columns) are relatively
rare in the choral odes of Aeschylus^^ and Sophocles,^^ but Euripides
evokes music thirty times in his extant choral odes, and all but four times in
plays datable to 420 or later. In twenty-three instances the music is
Dionysiac, sometimes explicitly so. Pipes are mentioned in half the
passages; panpipes in nine—they are obviously thought to share the same
ethos (note lA 576-78, where Paris "plays panpipes in imitation of Phrygian
pipes"). Tympana are mentioned four times; cymbals, krotala bromia, and
circling rhomboi once each.
Similarly mimetic projections are the evocations by Euripidean
choruses of other choruses dancing (Figure 3, fourth and fifth columns).
This occurs twenty-eight times and, again, all but one of these instances are
from plays around and after 420. Most are references to maiden choruses,
like the choruses of the plays themselves, and eleven of these are explicitly
said to be circular dances. Dithyrambs are, of course, "circular dances."
But the circular dances in these odes need not indicate specific imitation of
contemporary literary dithyramb. (It is in fact not obvious that dithyrambs
performed in the late fifth-century theatre really were normally round,
despite the official, perhaps archaizing, nomenclature.) The passages
merely show that Euripides, like other New Musicians, insists upon an
image of traditional Dionysiac cultic dance (perhaps derived more from
contemporary mysteries than actual cultic tradition). A great many of the
projected performances are of an archetypal Dionysiac cultic variety. Eight
evoke Dionysus, three the Eleusinian goddesses, one the Magna Mater; four
involve dances by Nereids—note "fifty," the dithyrambic number—three
dances by maenads, two by stars and planets (instances of interpretatio
mystica), two by dolphins, one by Korybants and satyrs. From the parody
of Euripidean song in Frogs (1357) one could add the description of Cretans
dancing in a circle: These are presumably priests of Zagreus, since the lines
are from Euripides' Cretans (schol. ad loc).
''* The charts include only descriptive language, not such "peri"ormative" statements as "let
us dance," or "I sing," which are common but less distinctive.
^^ Sept. 829, Ag. 1141, 1151-52. Edonoi fr. 57 Radt describes orgiastic Dionysiac
instruments and their sounds in a context which is overtly Dionysiac. As the meter is
anapaestic, it is a reasonable inference that the ode is choral, and possibly from the parodos.
On this, see Deichgraber 1939 and Pastorino 1955. The musical imagery in Aeschylus' odes,
unlike that in Euripides', is not intended to mirror the performance, but is part of "a continuous
thread . . . woven into the texture" of the drama as a whole (Haldane 1965: 40).
^^ In Sophocles the aulos is evoked four times (Aj. 1202, Ant. 965, Track. 216-18, 640-^3)
and the panpipe at Phil. 212; wedding hymns are evoked at Ant. 815-16 and 876; maidens are
exhorted to sing a paean at Track. 210-1 1; death is said to be "without hymn and without lyre"
at OC 1221-22; the sphinx is called an "oracle-singer" at OT 1200; and there are several
references to the song of the nightingale (Aj. 629-30, El. 148^9, Track. 963, OC 671-73).
Only three of these instances can be called evocations of Dionysian music; see Henrichs 1994-
95: 65-85.
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This is not to say that all circular dance is Dionysiac, though in
Euripides most projected circular dances are. Some projected circular
dances are described as paeans (Her. 687-90, lA 1480-81). But this is
perfectly consistent with the rule. The label itself emphasizes the
traditional, cultic nature of the dance. Indeed the choral imagery of tragedy
allows no easy opposition between Apollonian and Dionysiac music. The
stasimon in Heracles moves freely from a description of Dionysian song to
paeans, just as the stasimon in Sophocles' Trachiniae glides from the
performance of a paean to Apollo and Artemis to the chorus' declaration
that pipe-music tyrannizes their wits, and that "the ivy stirs me up, euoi,
euoi; right now it sends me wheeling in the Bacchic dance," all of which is
followed by the ritual cry "io, io paian" (218-21). Burton 1980: 52 says
that the participle •UTtoatpeqxov here describes the circular motions of the
dance. Given what we know of the mimetic qualities of New Musical
performance, it is likely that Euripides' choruses wheeled about in imitation
of their projected choruses.
Descriptions of dance in monody also fit this pattern. In Troades (332-
34) and Phoenissae (314-17), both polymetric and the latter astrophic,
Cassandra and locasta describe their dance as round (the latter with
frequently shifting direction). Both imitate cultic wedding dances, but the
chorus refer to Cassandra as PaKxevovoav (Tro. 342). In a similarly "free"
monody, Iphigenia bids the chorus dance in a circle around Artemis' altar a
cultic dance suited to sacrifice (M 1480-81): Her words allow no inference
about the shape of the performing actor's dance, but presumably the chorus
respond to her request. Descriptions of music are also freqtient in
Euripidean monody (fourteen times). All come from plays after 415 (as do
descriptions of dance). They are also mimetic, and usually evoke
lamentation or individual song, as befits monody, though some are
Dionysiac: Two evoke pipes (one is a paean), one involves the Dionysiac
"krotala," two are described as "without lyre," which might at times suggest
"with pipes" (see Peter Wilson in this volume, p. 433), two are suggestively
"Phrygian" (which suits orgiastic music as well as lament), and one evokes
the mystic Orpheus.
Often the language of the songs is chosen for its capacity to evoke
Dionysiac music and dance indirectly. For example, words meaning "to
move in a circle" are particularly common in the imagery of the late odes.
In the monody of Hypsipyle, one of the most notorious of Euripides' New
Musical experiments, we find a reference to the clapping waves
(K\)|j,0KTiL)7t0(; dxei) which circle around (e^iaacov) the island of Lesbos.
We know from internal references as well as from the Aristophanic parody
in Frogs (1305-28) that Hypsipyle claps her krotala, while the Aristophanic
parody also seems to indicate a circular dance. ^'^ The clapping and
See Borthwick 1994: 29-37.
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circulating waves thus have a mimetic resonance in the dance. Later
Euripidean song abounds in references to winding, whirling, eddying water,
curling ivy, especially forms from the roots eXiK- and 5iv-. 'E^{oaeiv and
8iv£iv/6ive'ueiv are the poetic voces propriae for circular dance.
'EA.{aaeiv, Euripides' Lieblingswort (Wilamowitz 1895: II 159), invariably
refers to revolving motions, and especially cultic dance.^^ Words from the
root eA,iK- occur fifty-two times in Euripides (never in Aeschylus, only three
times in Sophocles), and all in plays of the later 420s onwards, and with
increasing frequency in Euripides' last decade.^^ Aristophanes {Frogs 815,
1314, 1348) and Strattis (fr. 71. 5 K-A) parody this usage as a Euripidean
and New Musical tic.'^^ In Euripides the words are especially used of cultic
dancing, and particularly dances of Nereids or maenads, or Dionysiac
dolphins.'*^ Later usage shows that words from this root had a special
Dionysiac flavour, which was perhaps invented, but certainly exploited, by
Euripides and the New Musicians. Circling dolphins and Nereids are
particularly drawn within the Dionysiac sphere.'*^ In the Orphic hymns the
Nereids and dolphins are said to circle (e?iiaa6|ievoi) about the waves, and
are praised for having first revealed the rites of Bacchus and Persephone
(Orph. H. 23. 7, 8, 11; 24. 3). The hymns illustrate the Dionysiac quality of
words from the root eXiK-, as well as the belief in the primordial nature of
the mystic round dance. The cultic significance of words from the eXiK-root
may have something to do with the fact that the noun eX,i^ denotes the
tendril of the vine and ivy, the plants most closely associated with
Dionysus, and those most closely associated with circles, not only because
they grow in spirals, but because they are used to make garlands and
wreaths. Pliny tells us that although garlands are associated with all the
Olympian gods, it was Dionysus who invented the practice, garlanding first
himself, then his worshippers, and finally his victims {NH 16. 7-8).
Hesychius {% 645) glosses the word "chorus" with the words "circle" and
"garland," and indeed poetry sometimes betrays a conception of the dance
as garland or wreath for the altar of the god.'*^
Forms of 5{vr|, Siveiv, and 5iveueiv occur seventeen times in extant
Euripidean tragic lyric (thrice in tragedies before the late 420s).'^ A word
from this root is, not coincidentally, prominent in the Aristophanic parody
of Agathon's New Music: Asian stampings of feet and "rhythmic arhythmic
38Calamel997:35.
39 Borthwick 1994: 32-33.
''°Cf. PMG 791. 58? (Timotheus), 992, and the apparently New Musical verse in M. L.
West 1999: 55. C 4, 6-7.
"' El. 178-80, 437; Her. 690; IT 1145; Phoen. 234-36, 314-16; M 1480-81, 1055-57;
Bacch. 569. Cf. Andr. 1267; Ion 1084; Tro. 2; 77273, 427-29; Hel. 1312-13, 1454-55.
*'^
I hope to pursue this elsewhere.
'*3 Soph. Track. 218-20; Ar. Th. 999-1000 (the words end an explicitly round cultic dance);
Nonnus. D. 48. 193. Cf. hVen. 120; Find. fr. 75. 19 S-M; Nonnus, D. 9. 163, 14. 28. Cf.
Calame 1997: 34-35.
^ See especially Ion 1084, Phoen. 792, Or. 837, 1458. Cf. Cycl. 46.
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eddyings of Phrygian Graces" {Thes. 122).'*5 Borthwick argues that it is a
technical term of dithyrambic dance for violent circular motion (1968: 68
and 70-71). Mystics may already have established an etymology of the
name "Dionysus" from 5ivei5eiv.'*^ The Anonymous On Tragedy, which
elsewhere draws on a source critical of Euripides and Agathon's New
Music, informs us that "excessive eddying (x6 A,{av evSive-ueoGai) is
unsuited to tragedy and unworthy of its dignity."
It was said that New Music's emotionalism and volubility suited the
kind of plays that Euripides liked to write, but the degree to which the plays
are shaped to fit the character of the music also deserves comment. Kranz
(1933: 237) noticed a striking change in the persona of Euripides' late
choruses: "It can be no coincidence that in the extant dramas of Euripides
after 415 only choruses of women appear; so much more appropriate do
higher and softer voices seem to him for presenting his new songs, just as
they seemed more appropriate to Agathon (according to
Thesmophoriazusae)." Indeed, with the probable exception of the
Macedonian play Archelaus, no tragedy of Euripides certainly or probably
produced after Heracles is known to have had a (principal) chorus of male
characters.'*'' Otherwise we have good evidence only for female choruses
appearing in Euripidean tragedies from the 420s onwards: This gives from
fifteen to seventeen certain or probable cases.'*^ We cannot directly
compare this with Sophocles, since his tragedies are difficult to date, but the
overall figure shows Sophocles to be much less inclined to use women: It
^^Aiveunaxa is Bentley's emendation for the manuscript's difficult Siaveujxaxa. See,
however, Dover 1987: 246 and n. 10.
*^Orph. fr. 167. 6 Abel; Macrob. Sat. 1. 18. 13. Cf. Eitrem 1914: 51 and 59. Such
etymologizing interpretations of divine names characterize the very earliest Orphic literature;
see Funghi 1997: 33-34, with further literature. For 8iveTv/8ive\)eiv with reference to the
archetypal "cosmic dance," compare Emped. B 115. 11 D-K, and [A.] PV 1051 (with Seaford
1986: 10-11); Ar. A'm. 380-81, Av. 697; Orph. fr. 115. 2, 236. 1, 237. 7, 238. 13; Hymn. Orph.
4. 4, 6. 7, 7. 4, 10. 22, 19. 10, 40. 15 Quandt.
''' The following discussion of choral persona depends upon Castellani 1989, Hose 1990-91:
1 22-27, and Mastronarde 1998. The dating is based on Cropp and Pick 1985. I do not include
the subsidiary chorus of shepherds from Euripides' Alexander. Two plays with male choruses,
Chrysippus and presumably Skyrioi, cannot be dated by external or by stylistic criteria. Some
of the other plays with male choruses have firm dates: Telephus and Alcestis 438 BC;
Philoctetes 431 BC; Oeneus no later than 425 BC; Bellerophon no later than 425 BC;
Cresphontes no later than 424 BC. The other Euripidean plays with male choruses allow a
stylistic date characterized by Cropp and Pick 1985 as follows: Cretes has "fairly strong
evidence of an early date"; Heraclidae is very plausibly datable to 429-427 BC; Alope has a
"lowest plausible date of 422 BC"; and iox Antiope A25-A2\ BC is statistically "very plausible,"
despite the generally accepted, but inconclusive evidence for a later date (Cropp and Pick 74-
76). Cropp (in Collard et al. 1995: 155) adjusts the date proposed for Erechtheus in Cropp and
Pick 1985 to "near the end of the 420s or soon thereafter." Por Archelaus (408/7 BC), see
Harder 1985: 138-39.
"** The relevant plays and known or likely dates are: Electro most probably 420-418 BC;
Tro. 415 BC; IT most probably 415-413 BC; Ion most probably 416-414 BC; Meleager most
probably 414-406 BC; Hel. 412 BC; Andromeda 412 BC; Phoen. 412^09 BC; Hypsipyle 412-
408 BC; Polyidus probably after 415 BC; Auge probably 410-406 BC; Or. 408 BC; lA 405 BC;
Bacch. 405 BC; Alcmaeon B 406 BC. Possibly to be added are: Melanippe Desmotis, probably
423-416 BC, and Peleus, sometime before 417 BC.
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has been calculated that female characters appear in only 38% of his
choruses, while the total figure for Euripides is 63%.'*^
It was not so much that a "female" chorus licensed higher notes and
softer textures, as Kranz suggests (and we cannot be sure to what degree an
amateur male chorus could deliver them), but rather it licensed female
Ausgelassenheit. A female chorus was more plausibly suited to the
emotional abandon and uncontrolled vicissitudes of the music. Greeks
notoriously supposed self-control a masculine and a Hellenic virtue. But
Euripides' choruses, from the later 420s onwards, tend not only to be
women, but frequently also Asiatic women (Hecuba, Phaethon, Trojan
Women, Phoenissae, Andromeda, Bacchae), or if not Asiatic, then Greek
women held captive in Eastern lands (Helen, Iphigenia in Tauris).
Mastronarde (1998 and 1999) recently argued that the female (and often
foreign) choruses preferred by late Euripides work to reduce the audience's
traditional sympathy with the chorus and block emotional involvement.
Admittedly, there is some sort of identification-gap, assuming that the
notional or actual "core" of the audience is citizen male, but this gap is
arguably there precisely to allow the audience to receive emotional
outpourings which it would have found unseemly in a chorus of citizen
males, and to increase the emotional temperature of the music and ease
receptivity. ^° Some distancing from the singers allowed the (masculine
citizen core of the) audience to drop its inhibitions.
The pattern holds true for the monodists. They are by preference
females and often foreign and captive females. The exceptions nicely prove
the rule: a child in Alcestis (393-415); an adolescent temple slave .in Ion
(112-83); a blinded and infuriated Thracian in Hecuba (1056-82); an
hysterical Phrygian eunuch in Orestes (1369-1502). No mature Greek male
sings a monody in Euripides after Hippolytus (Theseus 811-55, Hippolytus
1370-88). In Euripides singers "are generally the 'others' of the free Greek
man in his prime" (E. Hall 1999a: 112).
In sum, the imagery of Euripides' and other New Musical odes shows
that, if New Music seems secular, anti-traditional, and otherwise
characterized by pure and empty aestheticism, this at least was far from its
producers' intentions. On the contrary, the evidence suggests that the New
Musicians imagined their project as the (re-)creation of an authentically
Dionysian music. The project suited the professional virtuoso's desire to
unleash music's unique potential for expressing emotion and sensuality.
But given the shape of Athenian ideology, the project entailed the
effeminization and orientalization of both music and Dionysus. Not that
Dionysus did not have a special relationship with females, high emotion,
'*^ Only Philoctetes and Oedipus at Colonus are securely datable to after 420 and both of
these have choruses with a male persona. The statistics are from Mastronarde 1998: 63.
^° For this reason, perhaps, Euripides avoids choruses of young men (normally soldiers).
Mastronarde 1998: 62 notes that there is no certain instance of a chorus of soldiers in
Euripides, though this seems to have been common in Sophocles.
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and the barbarous East before this date, but, thanks in large part to the New
Musicians, these connections gained in strength and exclusivity. This new
poetic-musical image of Dionysus corresponds to the wilder, more oriental,
and more effeminate Dionysus that appears in late fifth-century
iconography—a Dionysus closely associated with orgiastic dance and
music. ^' The New Musical religious revival thus easily lent itself to the
critics' cries of "decadence." Modem scholarship is too easily predisposed
to accept the effeminate and oriental character of New Music as proof of
decadence in every form, even in religious feeling, from which it took its
inspiration, or in its political and democratic sensibilities, for which it drew
the critics' fire.
In a chapter devoted to "Dionysoskult und Neuer Dithyrambos,"
Zimmermann (1992: 134) rightly names Euripides' Bacchae as a
conspicuous landmark in New Music's archaizing trend. Yet he seems not
to have given the comparison much weight when he described New
Dithyramb's cultic archaism as mechanical, lightweight, or otherwise
negligible. This is not how most readers would characterize the play's
portrait of Dionysus. Our survey of Euripidean musical imagery suggests
that Bacchae"^ Dionysianism represents the natural culmination of a
tendency running right through Euripides' late works, a tendency,
moreover, that was largely inspired by contemporary music.
University of Toronto
5' Carpenter 1997: 104-18 and 122-23.
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Euripides' Tragic Muse
PETER WILSON
For a city so loved by the Muses, the Athens of Euripides' day had a
complex and problematic relationship to their realm of competence and
power. Whenever it was written (and whomever by), the exodos of the
Rhesos, with its Muse who—extraordinarily
—
sings from the machine,
might serve as a useful emblem. Lamenting her lost son, the son she had
when en route, on musical business, to Mt Pangaion to compete against the
presumptuous Thamyris in singing, the Muse turns her anger against Athena
for guiding Odysseus and Diomedes to his camp (Rhesos 938^2, 949):
You, Athena, are responsible for all this destruction;
Odysseus and the son of Tydeus did nothing
with all their action—don't think it escaped me!
And yet we sisters honour your city most of all,
we Muses, and make much use of the land . .
.
•
I'll not lead another wise man to you.
The benefits the Muse catalogues as lavished on an ungrateful Athens are
principally mystical—the rites revealed by Orpheus, the good works of
Musaios, "an august citizen and most important man" (946)—but musical
forms were themselves central to mystery religion,' and her general point is
that the special relationship between the Muses and the city is at an end.
The passage has not, so far as I know, been adduced in the debate over the
date and authorship of the Rhesos. Nor, probably, should it be.^ Yet one
could read it, perhaps a little facetiously, as a kind of aition for the end of
Athens' poetic productivity—and, so, appropriate from a play often ascribed
to the century of "decline" and kept from the pen of Euripides. A Muse
herself announces the end of Athens' musical privilege and poetic
' On this see Hardie, forthcoming.
^ In fact prior to the suggestive remarks of E. Hall 1999a: 97 it had generated little comment.
Cf. Ritchie 1964: 340. Burnett 1985: 48 n. 109 limits the reference to the mystikoi, and so
makes of the threat a kind of joke (Who wants more mystic charlatans?), but that is to
underplay the prestige of such figures in this age, as well as to limit the sphere of action under
the Muses' care.
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supremacy, and the departure of these deities from an ungrateful city.^
However we are to understand this extraordinary divine epiphany, at the
very least it shows how that city could present to itself a deeply troubled
myth-history of ruptured relations with the Muses. And that implies above
all a problematic present. That it chose to do so in tragedy
—
possibly
Euripidean tragedy—should come as no surprise.
"Tragedy and music"—be that Euripidean or any other kind of
tragedy—has hardly been an especially vigorous sub-branch of research in
recent years. There are, however, signs that things are changing, and for
good reason. For once we translate "music" back to its much more diverse
and socially-embedded Greek original
—
mousike—we find more promising
avenues of integrated study, avenues which bring together major current
trends in the study of drama, as well as adumbrating some potentially
rewarding new directions.
For most scholars who pay more than lip service to the fact that tragedy
was an essentially musical phenomenon, the study of its "music" means the
probing of that vast, lost realm of instrumental accompaniment: the music to
which its khoroi danced and sang; to which, ever increasingly in Euripides'
day, solo actors sang;'* to which actors may at times have chanted; and
which, rarely, may have punctuated the drama in purely instrumental form.
But at the level of precise reconstruction this really is a lost world, and in
the absence of startling new discoveries, will remain so.^ More promising,
for instance, would be a study of the ways in which musical modes and
melodies were perceived and described by contemporaries (especially
fascinating here is the "ethnic" characterisation of the harmoniai that make
occasional appearances in tragedy);^ and the way that in tragedy so many
forms of "real-life" musical peformance are invoked to particular effect.
A crucial reorientation in this field has been provided by the
recognition, born of developments over the last twenty-five years in the
contextualisation of tragedy, that tragedy itself is mousike; that, as a major
form of public performance, tragic drama was conceived of by its
performers and spectators as a prime example of that complex mix of song,
dance and word which went by the name mousike, but which was much
more than a formal category, and in fact was primarily characterised by its
broadly cultural parameters, as a privileged realm of socialisation (paideia).
An important part of the reinstatement of tragedy to its historical, social,
^ There is no justification for neglecting the importance of this passage on the grounds that
the Muse is a purely literary figure. The cult of the Muses in Athens: Paus. 1. 2. 5; 1. 19. 6.
"* E. Hall 1999a and E. Hall, forthcoming represent important advances in this neglected
field.
^ On the musical resources of drama: M. L. West 1992: 350-55; W. D. Anderson 1994:
113-26; Comotti 1989b; Snyder 1979. I adopt an integrated approach to the instrument of
drama, the aulos, in Wilson 1999 and focus on its practitioners in Wilson, forthcoming (a).
^ Cf. e.g. Aiskh. Suppl. 68 and its reference to the Ionian mode.
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religious and performative contexts has in fact involved seeing the genre's
continuities and ruptures with the spectrum of activity the Greeks called
mousike: performances, especially public performances of word with music,
and often also dance and song which served vital social, religious,
educational and what might be called political or parapolitical functions^
This reorientation asks us to attempt to break down the divide between the
formal and the more contextually aware interpretation of drama; to try to
see the way the various features of tragic mousike—its choral core
prominent among them—need to be understood in relation to a far broader
canvas of cultural, religious and performance traditions.
In fact, the khoros is the one area where real advances have been made
in the study of tragedy as mousike, and it is an area from which Euripides
has reaped the most conspicuous benefits. For his work suffered most under
the grip of a tenacious (sub-Aristotelian) organic model of the decline of the
genre which posited the gradual withering of an original choral core. It is
sobering to remember that until fairly recently the study of the Euripidean
khoros consisted in not much more than accusations of and defences against
the "irrelevance" of odes to the play.^ So far as the quasi-official language
of public discourse goes, the Athenians regarded their tragic and comic
drama as fundamentally choral performances. As much is shown by the use
of the expression "to give a khoros" for the act of allowing a poet to stage
his production in any given year; or by the use of the term "tragoidoi"
(''tragic khoreutai") to mean "tragedy" in public speech (cf. Dem. 21. 156).
Even if this is principally a reference to the provision of the choral team that
was the duty of the khoregos, it nonetheless shows the way the entircgenre
was still in the mid-fourth century organised and oriented around this choral
"core," at a time when the (once) accepted wisdom held that the dramatic
khoros was moribund, if not actually dead.
Absolutely fundamental has been recent work, in the wake of Calame's
pioneering study of Alkman, on the malleability of the dramatic khoros as a
special choral form. The dramatic khoros must be seen as a khoros like any
other from Greek religious observance, a collective of performing singer-
dancers, in this case devoted to the god from Eleutherai. But this is a hyper-
mimetic khoros which can modulate through other choral types, engaging in
complex "choral projection" at further, imaginary levels—to use Albert
Henrichs' influential expression. And it is in this malleability of identity
and function that it has been possible to trace something of the elusive but
distinctively Dionysian quality of the musical core of tragedy.^
^ Tragedy remained for Plato (cf. Laws 7) within the realm of mousike; cf. Robb 1994.
^ On the model of choral origins and decline, derived from readings of Aristotle's Poetics,
see Rothwell 1992. E. Hall 1996 makes an important case for the determined de-politicisation
of tragedy in the Poetics, which helps account for its deprivileging of performance.
' Calame 1977, now in a revised English edition, 1997; Henrichs 1994-95 and 1996b;
Gould 1996; Goldhill 1996; also Calame 1994-95 and 1999; Stehle, forthcoming.
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We might add to Henrichs' study of this Dionysian choral mimesis of
choral identities the manner in which other practices in the wider ambit of
mousike are figured within tragedy: the way, for instance, that individual
"singers" locate their onstage performance of song against a background of
mythic and other ritual forms. For references to musico-poetical activity in
Euripidean tragedy extend well beyond the khoros, and the whole gamut
merits closer study. It is impossible today to be satisfied by an explanation
of this phenomenon of a kind that blandly evokes a special "interest" in
music on the part of the poet—"Euripides is particularly fond of references
to music and dancing."'^ What is needed is a more nuanced approach to the
way that this discourse of mousike serves as a powerful index of the degree
and nature of "the tragic," and shapes the direction of narrative and
emotional tenor, especially in the later dramas. For mousike is analogous to
the rituals of sacrifice, while much more variegated than they. Both should
normatively serve as institutions promoting social, political and religious
order and stability. In tragedy, however, their manifold negations and
complications offer a kaleidoscopic range of disorder and transgression.
A related development has been the attempt to divine an implicit
poetics of the tragic poet and of tragedy itself. Charles Segal has led the
way here, and Euripides has been his principal quarry. Through the images
and enactments of tragic mousike, and especially through the privileged
figure of the "lyreless muse," "the tragic poet connects his work with the
traditional, communal role of the poet in Archaic society, but
simultaneously also stakes out his unique, problematical place within that
tradition." •'
More could be done in this project of tracing a poetics of tragedy. '^
Unlike virtually all his poetic colleagues and predecessors, because of the
polyphonic and mimetic fabric of his poetry, the tragic poet has little clear
space in which to enunciate his poet's voice, to stake an explicit claim for
his Sophia, personal or generic. '^ There are none of the framing devices of
epic or hymnic prooimia, none of the self-conscious poetical positioning
and polemic of comedy; nothing to compare with what was evidently a
considerable degree of metapoetic self-consciousness in dithyramb and the
kitharoidic nomos. The tragic poet was trapped in his hyper-mimetic
medium. Perhaps "protected at a dignified distance" is the preferable
metaphor.
•"Bond 1981: 151.
" C. P. Segal 1993: 17.
'^ Some relevant remarks in Wilson and Taplin 1993.
'^ E. Hall 1997: 1 19-20 has important observations. The proagon may be significant here.
In Athens we hear of this in connection only with tragedy, never comedy (the title of
Aristophanes' Proagon—which had paratragic elements—aside) or dithyramb. This was an
opportunity for the tragic poet to face his public directly, in propria persona, and neither did
his performers wear their masks (I Aiskhin. Ktes. 66-68). Wilson 2000: 95-97.
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This question of a Euripidean poetics is very much more than a matter
of "literary aesthetics." For Euripides is distinguished from his
predecessors by having lived in an age when mousike was at the centre of
profound social debate in Athens. No longer did it serve as the essential and
unproblematic medium of cultural and social formation. It was widely
challenged in practice and questioned in theory.
Greek poetry had always included a metapoetic register that served to
stake out its position in the social system, and against competing claims to
authority and value. But the last three or four decades of the century
witnessed an unparalleled burst of intensely aggressive metapoetic debate
inside poetry produced in Athens. Its operation is clearest from
Aristophanes and other fragmentary Old Comedians, and from fragments of
the especially controversial "New Musicians" of dithyramb and the
kitharoidic nomos}^ The major developments in the realm of mousike that
go under the heading of "the New Music," and the issue of Euripides'
relationship to them, are too complex even to be sketched here, and we
await the important work of Eric Csapo on this fascinating and neglected
area of Athenian poetics—and politics. '^ Though reviled by conservatives,
this movement clearly found much favour with audiences, and tragedy of
Euripides' day was heavily influenced by its poetics of the new. In my
discussion of Euripides' Antiope below, I suggest that the focus in that play
on the figure of the mythic lyre-player of Thebes, Amphion, must at some
level engage with the various controversies at large in this area.
Amphion is only one of a set of musical heroes and gods who featured
much more prominently on the tragic stage than the fortunes of survival
might suggest. Orpheus was a central figure in Aiskhylos' Lykourgan
trilogy, probably destroyed in the Bassarids for his failure to recognise
Dionysos adequately; he is perhaps the figure referred to as a mousomantis
in fr. 60 Radt of the Edonoi (whose principal fragment, 57 Radt, is equally
focussed on mousike). Like Orpheus, the Thracian singer Thamyris was a
lyre-player. And, like him, he came from the margins of the Greek world.
Sophokles' Thamyris, which told the story of his musical hybris, was a very
famous work, and perhaps followed an Aiskhylean treatment.'^ Euneus,
son of Jason and a student of Orpheus on the "Asian kithara" (P. Oxy. 2455
col. xxviii. 286), is a central character in the Hypsipyle of Euripides, a long
and immensely "musical" work which many believe to have formed part of
the same production as the Antiope. This type of drama much concerned
with mythical lyrikoi may have been one, albeit oblique, means open to the
tragic poet to engage in the ongoing "debate" about his medium. The
likelihood is the greater given the fact that comic poets seem to have
responded energetically to these figures of tragic myth, and to specific
'^ On the comic poets' response to their melic rivals: Kugelmeier 1996.
'^ Csapo in this volume and Csapo, forthcoming (a). Cf. Herington 1985.
'* Orpheus: C. P. Segal 1989a. Possible Aiskhylean precedent: E. Hall 1989a: 135-36.
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plays. '^ Sophokles himself was said to have played the role of the Thracian
singer in his Thamyris, and to have been depicted thereafter in the Stoa
Poikile holding a kithara.'^ The somewhat unpromising connotations of
such an association may have been outweighed by the sheer prestige of the
heroic lyrikos. Or the image of Sophokles may have been little more than a
standard iconographic association of the poet with the instrument of
composition rather than that of performance (the aulos). It at least suggests
a tendency in the early reception of the tragedy to associate the Athenian
poet with the Thracian.'^
But we also have (frustratingly exiguous) traces of other voices in this
debate, voices from outside poetry itself. From the early theoreticians of
mousike for instance—in particular the immensely important but almost
completely obscure figure of Damon (see below). The issues afloat in this
nexus include matters of the most crucial weight for civic concerns, and
preview terms of later Platonic debate: the effect of musical forms on the
psychology and physiology of the individual, for instance; the changing
place of mousike in the worship of the gods; the proper types and standards
of all musical performances, and their creative role in achieving the desired
forms of society (including their political complexions), especially through
their use in the education of the young.^o For all its heroic remoteness,
tragedy was not immune to the concerns of this debate. On the contrary, it
was in an important sense at its heart, and Plato at least regarded tragedy as
the performance type that had done most to erode old boundaries, poetic and
political, in the city.
In the brief scope of this article I want to follow two of the strands I
have adumbrated: The first is the discourse of negative Dionysian mousike
as it is at work in the Herakles, a subject that has recently received excellent
treatment from Henrichs.^^ To his discussion I hope in particular to add an
emphasis on the importance of the fact that the linguistic register of khoreia
he analyses so effectively is reinforced by the performative, as the
instrument of tragedy itself—the aulos—is also the agent of musical
disorder at the heart of that play. In the second part I turn to the neglected
" One would not wish to revert to the simplistic search for a direct personal poetic
"manifesto" in such works, however; cf. Duchemin 1968: 86: "il est trop clair en effet
qu'Euripide retrace dans les paroles d'Amphion ses propres aspirations vers I'art et vers le libre
jeu de la pens^e humaine." Cf. Goossens 1962: 648-49. The Euneidai were the subject-
matter
—
perhaps even the khoros—of a comedy (Euneidai) by Kratinos. Euboulos composed
an Amphion which clearly draws on the Euripidean treatment. His novoiKcoiaTov . . .
'Aumiova is, however, sent to Athens at the end: fr. 9. 4-5 K-A.
'^ Life 5.
'^The scepticism of Lefkowitz 1981: 78 in respect of such stories requires some
modification. Some of them may reflect early audience perceptions and responses.
^° For discussion of the influence of Damon on Plato: Lasserre 1954: 53-73; cf. W. D.
Anderson 1966. For the continuity between musical and social issues centred on the aulos in
Athenian public poetic culture and later philosophical accounts: Wilson 1999.
2' Henrichs 1996b.
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representation of the tragic lyrikos Amphion, and consider why Euripides
chose to centre the agon of his Antiope precisely around the relation of the
elite mousikos to society.
The Destructive Mousike of the Herakles
We might make a fresh start by abandoning the time-honoured misnomer
"tragic choral lyric" For the lyre was not the instrument of tragedy. And
not only is the aulos the instrument of tragic performance. Tragedy
reflected extensively on this instrument of bakkheia (Aristotle, Politics 8,
1342b), exploring in its critical medium what was obviously a contentious
item of culture. The khoreutai under the command of the aulos commented
from time to time on its functions within their own activities in the world of
the drama; or witnessed, from their position in the orchestra, the effects on
(or off) stage of the Dionysian aulos of the most horrific kinds. The aulos
became a focus of destructive or perverted mousike, and this in its turn is
often a trope for wider ritual and social disorder.
Moreover, a central term of tragedy's own internal discourse of
mousike, its "tragic Muse," is alyros—"without-lyre," or "non-lyre."^^
Euripides develops a poetic inheritance at least as old as Aiskhylos that
describes tragic mousike in terms of negation, privation and perversion.
This is an area of expression which attracts extensive use of the privative
alpha and related forms, producing compounds that suggest both the
opposite of their simple form and its negative or perverted form: a^-upoc; is
the commonest of them in Euripides. ^^
While there has been good discussion of such terms at the level of
image and emotional associations, with some exploration of their
ramifications at the level of ritual order, little has been made of the way the
performance resources of tragedy here productively interact with its
linguistic register. The usual interpretation and translation of alyros is
simply "unhappy," "plaintive," based on the idea that the motif of the absent
lyre implies the loss of all the joys it often symbolises in contexts of
feasting, drinking, erotic encounter and communal celebration. But tragic
language is more compacted and suggestive: This specially marked absence
of the lyre also hints at the presence of its colleague and rival instrument,
the Dionysian aulos. And alongside this privileging of the Dionysian aulos
22 C. P. Segal 1993: 17-22.
2^ The language is at least as old as the powerful "dirge of the Erinyes" which the thymos
sings in the third stasimon of the Agamemnon, "self-taught, from deep within, without the lyre
..." (990 ff.), as Klytaimestra lures Agamemnon to his death. Cf. Eum. 332; Hik. 681; Soph.
OK nil; Trakh. 640; Eur. Alk. 447; IT 146; Helen 185; Phoinissai 1028; adesp. fr. 83ab. The
existence in the poetic tradition (but largely absent from tragedy) of terms like evXvpo^ in
connection with Apollo as god of musical order par excellence (e.g. Sapph. 44. 33 L-P) forms
an important part of the background to this tragic usage. Eur. Alk. 570 and fr. 477 N are the
only tragic examples: the former from the less than fully tragic Alkestis; the latter apparently
involving a startling identification of Dionysos and Apollo.
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is the fact that a "musical" Apollo makes rather rare appearances in tragedy.
Tragic Apollo tends to carry the bow, not the lyre.^"*
This linguistic discourse of tragic mousike is powerfully sustained, even
instantiated, by the music of the "non-lyre," the Dionysian instrument par
excellence. And the acoustic flexibility and imitative powers of the aulos
and its music were such as to make it very well suited to mimic the wide
variety of music, and quite possibly the various types of instrument, that are
evoked in Euripidean tragedy. These powers were long recognised.^^ Their
radical expansion and exploration is a characteristic development of the
"New Music" that took place in close connection with the tragic theatre, so
that by the end of the fifth century this "many-voiced" instrument could
recreate the sounds of thunder, wind, animal cries, screeching axles and
pulleys.^^
The onset of the hero's madness, the event around which the Herakles
hinges, is depicted in markedly Dionysian terms, as others have observed.^''
It is less commonly remarked that the representation deploys imagery of
destructive Dionysian music.^^ Yet "imagery" is an inadequate term for an
activity which is at the heart of the theatrical experience as it is instantiated
in the theatre, and moreover in which the leading instrument is that
employed in the orchestra itself.
The music of the aulos makes its first appearances in two seemingly
innocent, happy contexts. In the prologue, Amphitryon—though hardly in
light mood—remembers the wedding of Herakles and Megara, "which all
the Kadmeians once celebrated with joyous cries accompanied by the aulos"
(10-12). That event will be horrifically reversed when Herakles kills his
wife Megara, under the malign influence of Lyssa's aulos-playing. The
second "change in auletic tone" ranks with the most potent of Sophoklean
instances of precipitous rejoicing before the fall. In the overwhelming
pleasure and relief at Herakles' return at the last possible moment for the
salvation of his family, the khoros of old men of Thebes sings the famous
ode on age and song (638-700). In its second strophe, they to some extent
^"^ Further discussion in Wilson, forthcoming (b). Even where tragic Apollo does have his
traditional instrument, only very rarely (Eur. Alk. 570; cf. IT 1128-31, 1237) is the image
unproblematic. At Ion 881 ff., for instance, Kreousa's elaborate address to Apollo as lord of
the kithara is the immediate preface to her denunciation of him as a rapist. 1. Rutherford 1994-
95: 131 has well elucidated the way Apollo's "screeching on the kithara, singing paians" (909-
10) suggests his morally dubious behaviour. Otherwise, in tragedy the positive associations of
the lyre tend to be preserved only as a memory, severed from the present through tragedy or
overshadowed by their imminent loss. Soph. fr. 849 Radt (evauXa kcokutoioiv, o\) Xvpa,
cpiA-a), with its opposition of aulos and lyre, seems to explicate very clearly the logic of the
lyre's absence from tragic music (specifically mourning).
" Cf. e.g. Pindar, 01. 7. 12; Isth. 5. 27; Pyth. 12. 19.
2^ Plato, Rep. 397, 399d; Laws 669c-d; Aristot. Poet. 1461b-62a; cf. Timotheos frr. 785,
792 PMG.
" Schlesier 1993: 98; Zeitlin 1993: 150-51; Seaford 1994: 353-55; Kraus 1998: 151-56.
^^ However, see Henrichs 1996b.
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console themselves on their irremediable loss of youth through an assertion
of the pleasure and power they derive from their association with the Muses
and Mnemosyne (680-86):
I sing still the beautiful victory of Herakles, in the company of Bromios,
dispenser of wine, and among the song of the seven-toned tortoise-shell
and the Libyan aulos. We'll not yet put an end to the Muses, who set us
dancing and singing.
The regenerative powers of mousike are foregrounded here. Not only is this
a eulogy of the power of the Muses to preserve the great deeds of men and
heroes against oblivion; continued participation in khoreia is itself
implicitly seen as a resource for these old men in the face of age and
decay. 2^ Lyre and aulos are here in a very rare tragic image of harmonious
union. They are partners in celebration, not enemies. This is Dionysos, and
the forms of ritual and musical practice attending him, in his most gentle
and benevolent aspects, as the giver of wine as release from toils. After the
next very brief scene in which Lykos, unaware of Herakles' return, orders
his children and wife to be brought out to their deaths, the khoros sings a
song of iiexaPoXd (734)—of "a change (or ejcchange) of evils"—but their
words ring more truly than they know. The word metabola may also play
on a musical register, as a term for a "modulation" of tune or mode.^^ And
the "musical" metabola that lies ahead represents the most radical change
imaginable. Once they have heard the death-cries of Lykos, the khoros
collectively exhort themselves: "Let us turn to khoroi" (761), a clearly self-
referential injunction linked to the start of "the third stasimon proper':^':
Khoroi, khoroi and merrymaking are now our task throughout the holy city
of Thebes: For changes of tears, changes of fortune, have bred <new>
songs.
They go on to call upon the river Ismenos, the streets of Thebes itself, Dirke
and the daughters of Asopos; and the rock of Delphoi and the Muses' home
on Helikon, to participate in the celebratory choral dance. In the following
antistrophe they invoke the "two related couches of union, one of mortal
generation the other of Zeus" (798-801)—and this song of Herakles' double
parentage allusively recalls that other Theban figure of famously "double
birth," Dionysos himself. At the end of this antistrophe, and in terrible
disruption of the choral celebrations and encomia which the khoros has got
under way, Iris and Lyssa appear.
^^ That this positive image of the old men's singing is set within a Dionysian ambience
gives it a striking resonance with the third khoros of the Platonic Laws, the khoros in which
men over thirty and up to the age of sixty will dance for Dionysos, under the inducement of
wine, and edify the city with their danced wisdom {Laws 665b-67b).
^° See LSJ s.v. II.7.
3' See Henrichs 1994-95: 84-87; Bierl 1991: 140-46.
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Iris describes the effects her agent Lyssa will produce, in a speech of
epiphany which has something of the character of the quasi-epiphanic entry
of Dionysos after the "palace miracle" of the Bakkhai (604). Many of the
terms used by Lyssa for this frenzy of madness as she actually starts to
inflict it have a Dionysian colour: xivdaaei Kpocxa (867) recalls the gesture
of tossing the head back in the air as possession approaches, as does the
rolling of the eyeballs (868; cf. Bakk. 1122 ff.); and the assimilation of
Herakles to a bull about to charge (869-70). Dionysian music is to play a
crucial part in this induction of mania. Among her final words she says
(871):
xdxa o' eyw ^aX,^v xopei5aco Kal Kaxa-u^riaco (p6P(p.
I'll soon set you dancing all the more and pipe you down with fear.
The aulos goes to work: Now the khoros, with their own aulos ringing in
their midst in the orchestra, begins a new song, a lamentation for all
Greece's loss of its great benefactor, literally "danced in fits of madness to
the sound of auloi" (878-79). ^^ This terrible veering in the practical
employments and affective connotations of the aulos from glorious
celebration to a dance of madness puts before the mind the highly
ambivalent potential of the instrument of tragic mousike.
The khoros understands that a terrible new khoreia has begun. Picking
up Lyssa' s words, they sing (888 ff.):
Ah, the house! A dance is beginning without typana (Kaxdpxexai
XopeiJ|i.ax' dxep xundvcov), not pleasing to the thyrsos of Bromios—ah,
the house!—for bloodshed, not for the pouring of the grapes in libation for
Dionysos.
They try here to distinguish this horrific khoreia from any Dionysian form:
Hence the emphasis on the absence of the Dionysian typana and the
statement that it is inimical to the thyrsos. But the language of Lyssa had
approximated this dance to Dionysian possession, and the khoros' attempt
to make this distinction is undermined, and then abandoned. For instance,
the declared absence of typana from their dance fits into the pattern of tragic
language discussed above by which many musical expressions are thus
formulated in the negative. And yet it does so with the character of an
exception, for the instrument whose absence is stressed in the overwhelming
majority of such cases is the lyre, and, as I suggested, its absence points to
the ambivalent presence of the aulos. Through this displacement (as it
were), to the typana, the khoros, even as they try to depict the khoreia as
hostile to Dionysos, may through their choice of instruments to reject draw
^^ The aulos probably began playing at the abrupt change to trochaic tetrameters at 855:
Pickard-Cambridge 1988 [1968]: 158-59. Diggle 1974: 11-13 defends the transmitted
evavXoK; of 879.
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attention all the more to the Dionysian instrument playing in their midst and
already established as an agent of Herakles' madness.^^
In any case, in their very next words they refer again to the destructive
tune of the aulos and to Lyssa's bacchic onslaught in such a way as to show
that any opposition between a "good" and "bad" bakkheia will be
impossible to maintain (894-98):
Move away, children, flee! This tune that is being piped destroys, destroys
(6diov T65e 5diov neXoq e7ia\)XeiTai). He tracks and hunts the children!
Never will Lyssa play the bacchant without consequence in the house.
What they have not seen of the house's bacchic revelry, however, the
khoros now wishes to hear about from the Messenger. But perhaps we
should imagine the khoros as having heard it already, at the level of acoustic
mimesis, through the strains of their own (theatrical) aulos-player's tune.
For the killings inside the house have taken place in the space "filled" by
their choral song—one bacchic khoreia overlaying another, the metaphoric
and the performative interlacing and merging.
The Messenger's account continues this Dionysian representation of
Herakles and his actions, and the destructive aulos continues to play its part.
The scene begins around a low altar of Zeus (922). The purpose of the
ritual Herakles is undertaking within is to cleanse the house of the blood of
the tyrant (925 f.):
Xopo^ 5e KaX,X,inop(poq elaxTiKev xeicvwv
naxTip xe Meydpa t', . .
.
The khoros of his children stood there—a beautiful form, and his father,
and Megara.
This use of xopoq long passed without comment. LSJ classify it under their
general non-choral definition of "troop," but Henrichs has pointed to its
significance as marking the climax of "perverted khoreia" in this most
chorally self-conscious of Euripidean tragedies.^'* One might add that a
^^ The way the khoros seeks to distinguish the pouring of blood from the pouring of the
juice of the grape of Dionysos (892-93) operates in a parallel manner as a failed attempt to
keep all Dionysian associations clear from this horrific metabole. The assimilation between the
liquid of the grape and the blood of the god was itself present in Dionysian "theology"; see esp.
Eur. Bakk. 284-85 (cf. Obbink 1993: 78-79). I believe the idea is also present behind Aiskh.
Ag. 1186-90.
^'* See the full discussion of the play's choral self-reference and projection by Henrichs
1996b: 54-62, who at 62 describes this as "a phrase that marks the climax of the pattern of
perverted khoreia." Kraus 1998: 153-55 offers welcome explication of the term's
metatheatrical potential but, by not registering its many possible non-theatrical connotations,
perpetuates too sharp a dichotomy between the theatrical and the non-theatrical worlds. The
issue as to the point at which the term xopo? takes on metaphorical usage deserves further
consideration. I would argue that the very availability of the word and concept for such usage
depends not only on the omnipresence of the khoros as a social form, but very probably on the
way the dramatic khoros in particular presented a pattern of extraordinary variety of identity
alongside continuity of form: Tragedy and (in particular) comedy had brought all manner of
khoroi into existence (of parthenoi, sailors, old men, Okeanids, Erinyes, cities, frogs, clouds
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Greek did not need to be reminded that an aulos accompanied every
ordinary sacrifice, as well as most choral activity .^^ This beautiful khoros of
children, grandfather and mother is soon to become horrifically involved in
a Dionysian ritual that will leave only the old man alive at its end. It is a
ritual in which the roles of participant and victim, viewer and viewed, are to
be overturned, as in the prime case of Pentheus and the mainads in
Euripides' Bakkhai. Like that Dionysian action too, the outcome here will
be the unknowing slaughter of kin. And like that moment, this one has
fictional visions at its heart. The khoros of children gazes at its father,
sacrificer and )t/ioro5-leader, "but he was no more the same" (931):
Herakles is no longer himself. Other than himself, he has lost his stable
identity under the onset of this Dionysian madness. Destabilisation of
secure identity is seen as an essential component of the experience of the
god Dionysos for his worshippers, and it is central to the practice of theatre.
But Herakles, like Pentheus, is a victim of the fictive world of Dionysos, not
a viewer who takes benefits from it.
In the midst of the terrible slaughter of his children and wife, in a
description which further represents Herakles' actions as a form of terrible
khoreia,^^ old Amphitryon intervenes and, touching his mighty hand, says
(965-67):
My child, what is wrong with you? What manner of strange turn is this
(xic, b zpoKOC, ^ev(oae(0(; xfia5';)? Surely you are not frenzied by the blood
of those you recently killed?
Once again, and in the words of its closest, most horrified observer,
Herakles' madness is spoken of as a Dionysian frenzy.^'' Under the agency
of madness, and the intervention of the aulos, the instrument of the xenos
god and the enabler of "alien" states, Herakles has experienced a terrible
intrusion of the alien. It is no surprise to find Athena appearing in Thebes
and putting an end to this by hurling a rock at Herakles' chest. It is fitting
that she stops this terrible xenosis, and silences the piping of madness, and
with a gesture (Kcxppivi/e, 1004) that recalls her authoritative discarding of
the aulos in myth.^^
and so on). The fact that the Danaids are "already" a khoros in Pindar, Pyth. 9. 114, where
specifically choral action does not appear to be at issue, is an important early development in
this direction.
^5 Herod. 1. 132. 4; Plu. Mor. 16c.
^^ E.g. 977 f., where the terms used for Herakles' circling around a column to chase and kill
his son are commonly used of choral movements.
^^ Bond 1981: 315 recognised the importance of the almost unparalleled sense of ^evcooii;
here, as something like "aberration," or we might say "othering from his ordinary self (cf.
931), against the dominant interpetation which construes it as a reference to Herakles' fictive
"foreign travel" or "entertainment as a guest" at the Isthmia.
^^ See esp. the contemporary Melanippides, Marsyas fr. 758. 1-2 PMG: a ^lev 'ASdva /
TMpyav' [the aulos] eppiyev 6' lepai; dno xeipo<;- Wilson 1999: 60-69. The gesture also
evokes Athena's more straightforwardly military actions, as in the Gigantomachy.
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It is one thing to point out the prominence of such musical image and
practice in Euripides' drama, to explicate its interaction with other registers
of ritual action, its importance in forming mood and shaping narrative. It is
altogether another to suggest ways in which such tragic representations may
interact with the broader world of mousike beyond drama, both in terms of
ritual (dis)continuity and in connection with the specifically late fifth-
century explosion of debate over the place of mousike in civic and religious
life. We are often left simply with the statement that such representations
embody a specifically "tragic" view of Dionysos, a view which draws
contrastive force from cultic aspects of the god's worship, and which is seen
as radically different from them.-'^ Ultimately this may not be entirely
satisfying, and we need to ask further why such representations took on this
prominence when and in the precise ways they did. This is scarcely the
place to begin such a project to re-examine the relations between religion,
cult activity and mousike as they are depicted within tragedy, and such
practices in the contemporary Athenian scene. However, I would suggest
that the tendency so clear from the Herakles to privilege the "negative
mousike" that was already part of the tragic tradition is possibly to be
related to a broader religious anxiety concerning a perceived inefficacy or
irrelevance of traditional ritual forms—including most importantly musical
forms.'*^ It is clear that some at least regarded this as an age in which the
security of the fixed, traditional choral, hymnic and other forms of mousike
had given way to a chaotic miscegenation which involved both political and
religious decline. As much is shown by the famous passage of Plato's Laws
in which the Athenian describes how in the fifth century the Athenians,
under the influence of "leaders of unmusical transgression," abandoned the
previously clearly-defined "types and forms" of their mousike and, mixing
them together, dirges and hymns, paians and dithyrambs, let the pleasure
principle run riot, and so "falsified mousike"' (701). A related but less
famous passage is just as revealing: The Athenian suggests safeguards to
ensure that the elaborate system of musical training proposed in his ideal
city remain free from such dangers, and continue utterly unchanged forever.
The device proposed is to "resacralise all music and dance," so that any
deviation becomes an act of asebeia (799a-b). One of the three central
"laws of mousike" that will bring this about requires that all poetic prayers
that are made in the city must address the gods for whom the sacrifices were
also being offered—something which was spectacularly not the case in the
"projected khoreia" that was such an important part of tragic mousike^^
^^ Cf. e.g. Henrichs 1996b, esp. 62.
''^ See Yunis 1988. Stehle, forthcoming, represents an important advance in this debate.
""
It is very suggestive that in Book 3 the transgressors are described in "Dionysian" terms:
cf. esp. ^aKXETJOvtec; and KepavviJVTeq (700d). Another potentially revealing approach to this
question is that dealt with in a provocative manner in this volume by Scott Scullion—via
aetiologies. To what extent do Euripides' representations of these "future" religious rituals,
especially those involving mousike (including khoreia) reflect real Attic (or other) practice, and
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Amphion of Thebes: The Mousikos and the City
With Amphion, the kitharoide of Euripides' Antiope, it may be possible to
suggest a more direct engagement between this tragic figure of mousike and
the contemporary preoccupations of the city on the subject.'*^ My remarks
will necessarily be brief, and restricted largely to the figure of the mythical
singer and the debate between him and his twin brother Zethos, which was a
central and influential feature of this popular drama. There will be no space
to consider the wider issues of reconstruction and interpretation raised by
the work, which is dated to the latest period of Euripides' production
—
namely, some time soon before his probable departure for Macedon in
408;'*^ nor for further exploration of Froma Zeitlin's important recent insight
into the major part played by music in the overall architecture of the trio of
plays of which the Antiope may have formed part.'*'* If the Antiope was
intended for production as the third play with the Hypsipyle and Phoinissai,
the parallels and variations in musical themes are striking indeed. The most
important for my purposes is the twinning of twins in the first and third
plays: Hypsipyle' s twin sons Euneus and Thoas mirror in their respective
devotion to music and war Antiope' s Amphion and Zethos. And both plays
apparently end with gods ordaining a role of great aetiological importance
for the musical expertise of Euneus and Amphion in Athens and Thebes
respectively."*^
Euripides explicitly centred the agon of the Antiope on mousike and its
social role—or its loss of a social role. The military man of action Zethos
launches an attack on his brother's devotion to his lyre. The precise
dramatic motivation of the agon is unclear."*^ But it seems to have followed
the episode immediately after the prologue, in which Amphion sang a
monody to the lyre and the khoros expressed their amazement at this new
so anchor them in the authority of a divinely-resolved tragic scenario? Scullion's claim that
there is little or no connection, and that the details of many aetiologies are dictated by internal,
literary demands paints a picture of tragedy's relation to cult practice as shockingly disjointed.
An important example (not discussed by Scullion) is the extremely elaborate ritual aetiology
for the central sacred site of the Athenians at the end of the Erekhtheus, which includes one of
our very few pieces of "evidence" that khoroi of Athenian parthenoi danced and sang in public
cult (fr. 370. 80).
*^ Contrast Decharme 1895: 54, who saw the agon as an empty rhetorical exercise with no
point of contact to any real debate, since "les Grecs, a aucune dpoque de leur existence, n'ont
s6par^ dans la r^alit^ de la vie ce qui est oppose dans la fiction de ce drame: la gymnastique et
la musique." On my use of the term "kitharoide" for Amphion, see note 66 below.
''' Kambitsis 1972: xxxi-xxxii.
'•" Zeitlin 1993: 178-82, esp. 181. On the possible trilogy: Cockle 1987: 41; Mastronarde
1994: 11-14.
^^ The aetiology concerning Euneus is largely a matter of plausible hypothesis. See Bond
1963: 20; Zeitlin 1993: 178-80. Burkert 1994 is an important contribution.
''^ Duchemin 1968: 85, who regards it as "sans rapport direct avec le sujet de la pi^ce,"
thinks it followed from Amphion's refusal to join Zethos in the hunt; Zeitlin 1993: 178-82 has
demonstrated its integrity to the drama.
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art, exchanging riddling question and answer with the singer reminiscent of
the startled satyrs of Sophokles' Ikhneutai. For Amphion was the first
mortal to bring this divine instrument and art among men. The opening line
of this song may be preserved: "I sing of Aither and Earth, progenitor of
everything" (fr. VI K). The fact that this is a rare lyric hexameter shows
how the metrical—and, presumably, more broadly performative—medium
of kitharoidia could be integrated into tragic poetry.'*^
Wilamowitz suggested that fr. 911 N (in dactylo-epitrites) may preserve
part of the khoros' reaction to their first experience of this kind of
mousike'^^: "Golden wings are about my back and the winged sandals of the
Sirens fit me, and I will go on high to the vast aither to visit Zeus." If this is
indeed the response of the Attic farmers'*^ to Amphion's kitharoidia, it is a
striking and unnoticed fact that the language used to describe the
psychopathology of its first mortal audience may have affinities with that in
current use in connection with the "New Musicians," among whom most
prominently was Timotheos the kitharoide. Most surviving accounts of this
music and the responses it generated are entirely negative. But a frequent
motif is that of the "aerial" quality of both song and composer. We can
safely assume that the hearer was brought into the same orbit of
associations. One need only recall "Kinesias" as represented in
Aristophanes' Birds, wanting to "fly up aloft and gather new wind-blown,
snow-clad preludes from the clouds," since "our entire craft hangs on
them," and who cannot be prevented from offering an example of the kind:
"For you I'll traverse the whole air, a shadow of winged, walking-on-aither,
slim-necked birds . . ."^^ If there was even a hint of the "New Musical"
about Amphion's song and the khoros' response to it, we have a tragic myth
that makes of the very first mortal kitharoide already a proponent of the
style deemed so threateningly revolutionary by contemporary conservatives:
a tactic of authorisation that bears comparison with that adopted by
Timotheos himself in the sphragis of the Persai. The possibility is alluring,
especially given the tradition that Euripides supported the controversial
'*' Kambitsis 1972: 31 points out that although Amphion's song evidently had some
cosmogonic aspects possibly influenced by fifth-century ideas, it is extremely difficult to say
anything much of its qualities (a hymn to Dionysos has been suggested), and the beginning has
affinities with traditional hymns such as Horn. Hymn 30. 1-2; cf. fr. V K. Soph. fr. 242 Radt,
possibly part of a song sung by Thamyris in his contest with the Muses, is also in hexameters.
Our only partially surviving example of the kitharoidic nomos, Timotheos' Persai, probably
began with hexameter(s): fr. 788 PMG; [Plu.] de Mus. 4, 1132; Bassett 1931: 157. Euripides
may have composed these himself for the Milesian: Satyros, Life 39. XXII. However, Hansen
1990 argues that the Euripidean prooimion is the melic fr. 1018 PMG.
*^ See Webster 1967a: 207 n. 57 and Kambitsis 1972: 135 in support of the idea.
'*^ On the identity of the khoros: Kambitsis 1972: xiv.
5° Birds 1383-85. 1387-90, 1392-94; Peace 827-31; [Plu.] de Mus. 4, 1 132. Dithyramb is
at issue here, but the kitharoidic nomos was at this time stylistically close to it and subject to
the same criticisms. Cf. Dunbar 1995: 665: "the flying image was also prominent enough in
later dithyrambists to provoke Ar. at Nu. 333-8 to satirize them as avSpac; |ieTeMpO(pevaKa<;,
'quacks with their heads in the clouds'"; Csapo, forthcoming (a) for an excellent account of
"New Musical" style and politics.
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kitharoide, but it is at best remote, and it might seem incompatible with
what we can deduce of the rest of Amphion's characterisation in the
drama—which depicts him as a conservative, indeed a reactionary, figure.^'
What has largely been lacking from analysis of the play (beginning with
Plato) is a consideration of the way Amphion's "politics" and his music are
inseparable.
The fraternal agon was thus in some sense triggered by Amphion's
performance. The way Zethos speaks of Amphion "introducing this
indolent muse" (xr|v6e |io\)aav eiadycov / dpyov, fr. VII K) certainly
suggests a response to an actual performance. Its content and mode of
delivery were presumably such as to exemplify, for Zethos, the negative
qualities we hear him throw at his brother: the effeminacy that the tekhne
engendered in the player;^^ the uselessness of the singer in all the functions
of citizenship, as well as towards his family and friends, and so on. The rest
of Zethos' derogatory description of this "muse"—(p{A,oivov, xpflfidxcov
dxTmeXfi
—
points on the one hand to the world of the symposion, so long
the pre-eminent home of the music of the lyre;^^ and on the other, to the
neglect of material goods and practical well-being, concern for which is a
cornerstone of Zethos' world-view. Despite the apparent hymnic qualities
of Amphion's song, his brother represents it as quite cut off in a world of
private pleasure with none of the positive, community-strengthening
attributes of religious poetry sung for the gods.
Amphion is a soloist musically and socially. The more extensive
critique of frr. VIII and IX K elides Amphion's musical with his socio-
political qualities. The man of substance who rejects his personal
obligations and "ever hunts out this—the pleasure of songs" (fr. VIII. 3 K)
will himself be indolent or uselsss (dpyoc;) in the oikos and in the polls, and
of no help to his friends (4-5). As Kambitsis has shown, in fr. IX K Zethos
argues that Amphion's music is deleterious to "tous les domaines de la vie
dans la communaute etatique."^"* Indeed, Zethos' point-by-point demolition
'' Persai sphragis: fr. 791. 202-40 PMG. Note especially the tracing of the lineage of the
lyre from Orpheus to Terpander to Timotheos (lines 221-31). Euripidean "support": Satyros,
Life 39. XXII; Plu. an seni 23, 795d. For the activities of the "New Musicians" represented as
an attack on strings, see the famous fr. of Pherekrates' Kheiron (155 K-A); cf. Souda T 620;
Plu. Inst. Lak. 17, 238c.
^^ This subject deserves further study. The negative charges of effeminacy and "softness"
levelled against kitharoides and other mousikoi seem a fifth-century phenomenon, and are
probably to be connected to their socio-political status and the changing evaluation of their
crafts. Effeminacy can be used to damn ^lite luxury in a democratic environment; but equally,
to abuse the indulgent and "pleasure-seeking" professional. "Kitharoidic" is itself a term of
comic abuse: Wasps 1277-78 (anaai (piXov av5pa te ooqjcbtaxov, / xov Ki9apao;56taTOv);
Eup. fr. 3 1 1 K-A; cf. Aiskhin. Tim. 41.
" Cf. Aiskh. Threissai fr. 84a: Tponoi 5' duf^cpeiq, (plX6^lo^)ool, (piXoaDnnoxai. See the
valuable discussion of Walsh 1984: Ch. 6. I find his emphasis on a radical opposition between
"worldly" and "enchanting" poetry a little overstated. Amphion does in fact give some defence
of his art for its "worldly" efficaciousness (esp. fr. XIX K) and Walsh neglects the importance
of Hermes' instructions ex machina.
5" Kambitsis 1972: 37.
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of Amphion in the realm of legal dispute (4), persuasive public speech (5),
hoplite soldiery (6-7) and the capacities of counsel fitting for a magistrate
(7-8) seems so systematic as to draw on some kind of theoretical definition
of the citizen. ^^ If not exactly as an "anti-citizen," Zethos pictures his
brother, qua mousikos, as utterly incompetent, by virtue of his mousike, as a
citizen.
Amphion does not (in the surviving fragments) precisely reject these
accusations of musical "quietism." However, his interpretation of the value
of such quietism is radically opposed to his brother's. In fr. XVII K he
asserts that "the quiet man is a secure friend to his friends and best for the
city" (6 6' r[ox>xoc, (p{A,oia( x' da(pakr\<; (piXo(; / noXei x' apiaxoq, 1-2).
Amphion's "quiet" (r\avxoc,) reinterprets Zethos' "indolent" (dpyoq) as a
positive quality. It appears not to be the active life as such that Amphion
rejects here, but rather the taking of excessive risk by leaders: a view that
doubtless echoed with special resonance in the Athens of the decade
following the failure of the Sicilian expedition. ^^ There were certainly those
who regarded the demos and its preferred leaders to be especially prone to
excessive risk-taking, a political opinion Amphion evidently shares. His
position emerges more clearly from fr. XIX K. Here, according to the
traditional reading,^^ the mousikos asserts the superiority of "an individual
clever piece of counsel" over "the stupidity that goes with the okhlos, a very
great evil" (3-4). From the various civic tasks included in his brother's
attack, Amphion singles out "counsel," the area of expertise most
commonly arrogated by an elite of birth and education as properly their
own. Amphion apparently regards this as his specialty. ^^ The claim is, in
effect, that the skills that his tekhne brings him in fact make him the most
sage, capable adviser, even though he resiles from exercising them in the
public sphere.
The point is clearest from fr. XXVI K, which Kambitsis interprets as a
declaration of his apragmosyne^^: eyo) p-ev ouv a6oi|xi Kal ^eyoifxi xi /
ao(p6v, xapdaocov |iri5ev (bv koXk; voaei. Amphion's wise song and
speech do not involve their performer in the turbulent world of civic ills.
The quietist, it seems, does not simply take refuge in his mousike, he
explicitly withholds its benefits from the ailing city. This image of the wise,
well-bom mousikos who keeps his wisdom apart from the city must resonate
with that category of Athenian quietists, generally members of the
traditional elite, who in this very era chose to keep aloof from the vagaries
of democratic politics, for ideological and other reasons.^^ In a significant
55 Kambitsis 1972: 38.
5^ Kambitsis 1972: 56 for the "risk-taking" interpretation of fr. XVII K.
5^ Persuasively defended by Kambitsis 1972: 60.
5^ Goossens 1962: 650 on fr. XIX K: "a I'air d'etre copi6e dans quelque pamphlet
oligarchique."
59 Kambitsis 1972: 75-76, following Dodds.
^ Carter 1986.
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sense these were men who felt themselves disinherited from their "rightful"
political power by the democracy, men who could not come to terms with a
political system already, in its more radical form, some two generations old.
And it is extremely relevant that such figures, and the whole socio-political
ethos they stood for, are identified in many texts of this period with a
cultural formation centred on the lyre. These were men brought up under
that "old-fashioned paideia" caricatured in Aristophanes, that consisted in
learning the rudiments of lyre-playing from the kitharistes, and some
conservative lyric classics to perform at the symposion—"not," as the
Platonic Sokrates puts it, "with a view to becoming a professional, but as
befits a private gentleman" (Protagoras 312b).^'
In this light, Zethos' criticism of Amphion's muse as devoted to the
pleasures of the symposion ((p{A,oivov) takes on sharper definition. The
symposion also evoked a distinct world of closed, elite culture and politics,
the small groupings of like-minded kaloikagathoi whose actions in the
andron were a source of some—not unjustified—fear in democratic circles
in this very period.^^ Although the poetic products of this culture
—
perhaps
"counter-culture" is a more appropriate term—are largely lost to us, we do
know that new works, descendants of the disgruntled verse of Theognis of
Megara, were being composed. A figure of great importance here is Kritias,
who at this time is known to have composed an elegy for Alkibiades (frr. 4
and 5 West), doubtless intended for performance in the symposion. Exiled
by the democracy in 407 but returning in 404 to promote the oligarchic
revolution, Kritias is most famous for his hatred of the Athenian democracy.
This was the man whose grave memorial showed Oligarchy setting fire to
Democracy, above the inscription: "This is a memorial to good men who
restrained the accursed populace of the Athenians from arrogance for a brief
period."^^ He is less famous for his views on the appropriate techniques and
terminology for performance on stringed instruments, but there are clear
indications that he devoted some attention to the matter.^ His praise of the
great sympotic lyrikos Anakreon, with whom he had family connections, is
better known, and his appellation of the sixth-century Tean as "enemy of the
aulos, lover of the lyre" is highly suggestive of deeper cultural debate of his
own age, expressed in these "instrumental" terms that prefer the lyre over
the aulos.^^
It is clear that considerable cultural capital still attended a traditional
formation in the mousike of stringed performance, but equally that in
Euripides' day this cultural power was being eroded from various fronts,
^' Cf. esp. Clouds 1371 ff. The Daitaleis of 427 probably also treated the contrast between
old and newer forms of paideia. Fr. 232 K-A has an "Amphionic" ring: oaxxq, auXoTq Kal
Xupaioi KaxaTexpiiinai xp(£i\xzvoc, I eixd \it OKdrtteiv ke^euek;;
^^ Murray 1990; cf. Fisher, forthcoming.
"ZAiskhin. 1.39.
^ Frr. 88 B 57 and 67 D-K.
" Pi. Kharm. 157e; I Aiskh. PB 130; Kritias, fr. 88 B 1 D-K. Cf. Bravo 1997: Ch. 2.
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and no longer automatically translated to the political sphere. The increased
importance of rhetorical skills in the public arena, skills that could be taught
and bought, is one of the most significant causes of this major cultural and
political development. One of its most telling manifestations, from a
position that is stylised as elite, is the joke at the expense of Kleon's "pig-
muse," his -uonovaia, from the khoros of aristocratic knights in
Aristophanes' Knights (985 ff.). And earlier in that play Demos had
commented sardonically to his demagogue-in-training, the Sausage-seller,
that "Demagoguery isn't suitable for a man of culture (a mousikos) and
good character . . ." (191-92).
The mousike of the lyre and its symbols appear to have been one terrain
on which broadly cultural and political struggles were fought in late fifth-
century Athens. ^^ The combination of conservative, anti-demotic views,
detachment from political life and a culture based on the mousike of the lyre
are shared by Amphion and a significant strand of the contemporary
Athenian elite.
A closely related matter is the "intellectualism" of Amphion. It
troubled Hellenistic rhetorical theorists that, attacked for being a musician,
Amphion seemed to reply with a defence of "learning" in general: To a
"vituperatio musicae" he responds with a "laus sapientiae."^'^ Zethos tells
his brother to "let go these over-refined sophisms" (fr. X. 5 K). He
associates this "chattering" with pleasure, bad company and undermining
the polls (fr. XXIV K). This slur of intellectualism should not be read, as it
usually is, in the light of the debate's philosophical future, but located
within a more immediate context. In the last third of the fifth century,
mousikoi were increasingly prominent among the ranks of "intellectuals"
who mixed in elite circles.^^ Damon, whose views on mousike may have
played a part in his ostracism, is enormously significant here, though we
know tantalisingly little about him. He was depicted by Plato the comic
poet as the (lyre-playing) educator Kheiron to Perikles as his Akhilleus, and
was said to have "used the lyre as a cover" for his megalopragmon and
philotyrannos aspirations.^^ Old Comedy had for some time had musicians
^^ Wilson, forthcoming (b). This cultural context is possibly part of the reason that
Amphion's instrument in the Antiope is the "amateur's" khelys-lyra, not the "professional's"
kithara, which was normally that ascribed to him: cf. frr. IV, XLVIII. 91 K. Systematic and
"realistic" precision in terminology is, however, not to be expected (cf. e.g. Eur. Phoin. 822).
Lyra is often used generically to cover all the stringed instruments, and Amphion's hymn
earlier in the play appears to have had "kitharoidic" qualities. Amphion as the "inventor" of
kitharoidia: Herakl. Pont. fr. 157 Wehrli; cf. Hes. fr. 182 M-W; ApoUod. 3. 5. 5: ZfiGoq nev
ETceiieA-eiTO |3o\)(popp{a)v, 'Anficov 5e Ki9apcpSiav "hokei Sovtoq a\>x(a X-upav 'Epnou.
^^ Kambitsis 1972: xxviii.
^* Wallace 1998, esp. 214-22.
^^ Plato com. fr. 207 K-A; Plu. Per. 4; PI. Prot. 316d-e. Wallace, forthcoming. Cf. the
author of the (?) fourth-century speech preserved in the Hibeh papyrus (1- 13, col. 1. 1-2. 15),
at 2. 5: "These people [the music critics known as harmonikoi] have the effrontery to waste
[their entire life] on strings. They play on strings [much worse than real instrumentalists], they
sing much worse than real singers . . ."
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and the new figure of the musical theorist in its critical sights: Ameipsias'
Konnos of 424 is the best example, with its khoros of phrontistai, among
whom was the eponymous gerontodidaskalos who tried to teach Sokrates
how to play the lyre in advanced age.''° In this environment, Amphion's
intellectualism is no more surprising than his elitism.
We do not know how the agon ended. Horace {Epist. 1. 18. 40 ff.) is
often taken to imply that Amphion yielded to Zethos, but even if he did, few
ostensible victors in Euripidean agones carry off their prizes without also
trailing long shadows of doubt behind them. What is clear, however, is that
in the subsequent action it is on the initiative of Amphion rather than his
brother that their mother is rescued—an immediate instance, it would seem,
of Amphion's claim that his superior judgment does in fact support the
oikos (fr. XIX K), that the "quiet" man is (pi?ioiai . . . acsf^ak^c, (pO^oq (fr.
XVII K). Most important of all, the fate of the reclusive mousikos at the
end of the drama is to build the very walls of Thebes by his music, an act of
civic construction par excellence.^' Hermes, inventor of the lyre, is an
authoritative deus ex machina (fr. XLVIII. 90-97 K):
And secondly, Amphion
I command, his hands armed with the lyre,
to sing of the gods in song. The mighty stones
will follow you, charmed by your music
and the trees, leaving their maternal seats;
you'll make the task a simple one for workmen's hands.
Zeus grants you this honour, and I with him,
king Amphion,^^ from whom you have this invention.
That Amphion is described as "armed" with the lyre (A.'upav . . . 6ia xepcov
WTt^io^ievov) is one of the signs that a concord is to be reached with his
brother Zethos' military and civic ethos.''^ So the resolution oi familial
^° A comedy of the same title is ascribed to Phrynikhos, and the general practice is
discernible in Plato, whose Sophistai included the aulete Bakkhylides of Opous and Xenokles
Karkinou, perhaps even in Kratinos' Arkhilokhoi. See Winnington-Ingram 1988. The
association was common enough to have found distillation in a Hesykhian gloss (Z 1371) on
"sophist": loxic, nepl (louoiicfiv SiatpiPovxaq Kal |ieta KvGdpai; aSovxaq. Note also [Plu.] de
Mus. 3, 1 13 If: "the greater number of the pupils of Plato and the better students of the school
of Aristotle wrote learned works on ancient music."
^' Thebes is the most famous city for the role of mousike in its mythic construction (Rocchi
1989: 47-57). For a fascinating fifth-century parallel of a re-founded city—Kamarina—whose
civic divisions, and possibly the physical plan of the territory, were modelled on the strings of
the lyre, see Cordano 1994; Helly 1997.
'^
'A|i(pia)v ava^. I shall argue further elsewhere that this address involves an allusion to
the most famous kitharoidic nomos, addressed to Apollo—Amphion's future enemy: ducpl
dvaKxa, Hesykh. A 3944; cf. Terp. fr. 1 PMG.
''^
In the textually problematic fr. X K Zethos had exhorted his brother to "practice the fair
music of labours": "make that your song and your wisdom will be apparent—digging,
ploughing the soil, attending flocks . . ." Zethos thus polemically metaphorised his brother's
metier in order to endorse his own. Hermes performs the opposite but analogous metaphorical
transformation. But a metaphor is more efficacious in a god's mouth.
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conflict (unusual for Euripidean tragedy) seems to be accompanied by a
positive musico-religious future beyond the end of the play.^'' In fact,
although both brothers are enjoined by Hermes to "equip the seven-mouthed
citadel with gates" (fr. XLVIII. 87-88 K), it is clear that Amphion's is the
senior role in the partnership.^^ The mousike that left itself open to the
accusation of inducing moral degeneracy in its player and serving no useful
purpose for family or city turns out to have foundational value as a
"religious" mousike (cf. esp. fr. XLVIII. 92 K \iiXnE\\ 0eoi)[(; cp]5aiaiv)
that builds the very protective structure of the city, that in fact serves to
refound the city after a major crisis of political power. The music of
Amphion's lyre will after all help the city of Thebes in its "sickness."''^
If I am correct in suggesting that the representation of the mythic
mousikos was in some way informed by drawing on elements within an
oligarchical cultural and intellectual ambience of late-fifth-century Athens, a
larger interpretative question poses itself: What is implied by Amphion's
"recuperation" for the city at the end of the drama? Without looking for an
answer in simplistic isomorphic correspondences between the worlds of
tragic myth and Athenian civic reality, the preoccupations of the comic
stage at exactly this time demonstrate the great prominence of the issue of
what to do with men of a traditional, elite upbringing, with the intellect,
energy and other skills the city was in need of, but who stood under a cloud
in the democratic city after the fatal breach of trust of 411 . A tradition with
some claim to reliability informs us that the Athenians granted Aristophanes
public praise, a crown and the honour of a second performance for the value
of the "useful advice" the holy khoros of Initiates in the Frogs (of 405) gave
the city, advice which centred on restoring civic status to those who had
"been tripped up in the palaismata of Phrynikhos" (689)—and these, men
who had been "reared in palaistras and khoroi and in mousike . . ." {129)?''
^'' Zeitlin 1993: 180. There is a faint possibility that Sophokles' Epigonoi offered some sort
of parallel for a "musical" solution to a major conflict: TrGFYV p. 184.
" Kambitsis 1972: 123. The verb used for both brothers' actions here (e^apxveiv) may
have musical connotations; see LSJ s.v. II.
'^ The tradition of Amphion and Zethos' "second" founding of Thebes should not be seen in
terms of mythical redundancy or poor syncretism between Theban and Boiotian claims (Vian
1963: 69-75). The important point is that this "refounding"—which is principally a
fortificiation (cf. already Hom. Od. 11. 260-65)—of the city intervenes at a moment of
political crisis, when the city is under the tyrant Lykos, a condition seen as a form of civic
sickness (cf. fr. XXVI K), as was the condition of stasis, with which the situation in Thebes
—
as ever on the tragic stage—has affinities (the formal status of Lykos' position is unclear but cf.
fr. XLVIII. 17 K and Lykos' last words, fr. XLVIII. 116 K; cf. e.g. Hdt. 5. 28; Eur. Herakl. 34;
Dem. 9. 12; PI. Rep. 470c; Fraenkel on Aiskh. Ag. 850). The issue of political power in Thebes
was clearly paramount in the Antiope: cf. esp. fr. XLVIII. 78-79, 109-11 K, where Lykos
hands over the "sceptre of Kadmos" to the twins. This musical refoundation is a temporary
political "cure," and the twins' line does not persist in power.
^"^ Sommerstein 1993. Cf. Goldhill 1991: 201-05 for cautionary discussion of taking such
parabatic claims at "face value." The question of "what to do about Alkibiades" is the ultimate
test case of this issue, in the Frogs (1420-36) as elsewhere.
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The Antiope's tragic vision of the recuperation of the mob-despising
mousikos for the greater good of the city is by no means a simple call to
recognise the disregarded value of the elite aristocrat and to reinstate him in
power. Amphion, after all, must work in productive unison with his brother
whose values are at odds with his own, and he must work for the benefit of
the city as such, to an immensely pragmatic, constructive end. And this, of
course, is Thebes, not Athens. The safety and subtlety of that difference on
the tragic stage are crucial. Despite the constructive musical future
proffered by Hermes, some darker clouds threaten. For this act will
emphatically not rescue the city forever from political discord (tyranny or
stasis). Whether or not the Phoinissai had immediately preceded this
play—and so demonstrated its failure in advance—the existence of that
work, and the frequent appearance of its basic story-pattern in tragedy over
many years, are proof that the musical cure of the Antiope was fragile and
short-lived.^^
Amphion' s own future is entirely tragic. Hermes devoted some time to
matrimonial arrangements for the twins (fr. XLVIII. 100-03 K), and this
can only have triggered memories of the horror that was in store for
Amphion for an audience brought up on Sophokles' Niobe (not to mention
the lliad)?^ And if the Hypsipyle was part of the same production, we
should return to the startling twinning of twins in this first and the third
play. In the Hypsipyle, Amphion' s work is alluded to at one moment, just
as fraternal violence is anticipated: The khoros explains to Hypsipyle that
the great host approaching across the plain is the Argive force marching
"against the defence of the kithara, the work of the [hand] of Amphion" (P.
Oxy. 2455 col. iv. 49-50). This looks like a second advance notice of
failure. Amphion' s music has an at best ambivalent aetiological future on
the tragic stage. It is emphatically unsuccessful in perpetuating harmony in
Thebes. Moreover, there is an implicit conflict between lyric mousikoi
established in this passage of the Hypsipyle. For in that army advancing
against Thebes is Hypsipyle' s own son, Euneus, student of Orpheus (a
heroic mousikos much appropriated in Athens of this age). He, after sharing
in the attack on the walls of Thebes, will it seems be sent to Athens to found
a clan of musical experts—on the kithara—who will continue to train well-
bom boys to perform for the gods well beyond Euripides' day.^^ In Athens
'^ The gates and walls of Thebes which Amphion sang into existence are always the precise
topos of fraternal and political violence in myth, from at least Aiskhylos's Seven on. Note in
particular the way the khoros of the Phoinissai describes the city against which Polyneikes has
come in attack as e7txdoTO|iov Ttupycona ©riPaia^ x^ovoc, (287; cf. 103 ff.), using the same
(rare) epithet as Hermes had at XLVIII. 88 K.
^' From the (almost certainly) Sophoklean fragments of the play it emerges that the
children—whose number, seven of each sex, was related to the number of gates of Thebes (and
thus the strings of the lyre: Eust. ad Horn. Od. 11. 263)—died in that city. Amphion himself is
killed by Apollo after reproaching him: P. Oxy. 3653 fr. 2.
^° See note 45 above. It is likely that there was some continuity between musical myth and
aetiological future here. Hypsipyle asks—in song—"What wailing, or tune, or music of the
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at least, as the audience already knew, there was to be an important place at
the heart of civic religion for the skills of the traditional elite on their most
prized instrument. And as a later Athenian critic was to observe, "the
mousike of kitharoides was closely related to matters political."^'
University of Warwick and New College, Oxford
kithara would come to me, with Kalliopa's accompaniment, to lament my sufferings with
tears?" (P. Oxy. 2455 col. vi. 107-11). Her appeal surely looks forward in some way to the
musical future of her son in Athens. The elaborate stress on kitharoidia in her question
certainly suggests that that performance type was to provide the "answer" to her question
(rather than, as one might be tempted to suggest, the medium of tragedy itself). That the
Euneidai had been the subject-matter of a comedy by Kratinos (above, n. 17) hints at some
contentiousness in their position in the city.
^' Demetrios of Phaleron apud I Hom. Od. 3. 267, p. 143. 15b Dind., with Gostoli 1986.
Warmest thanks to the editors for their helpful comments.
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Euripides, Tragedy and Macedon:
Some Conditions of Reception
MARTIN REVERMANN
The comic "Aeschylus" emerges as the winner over the comic "Euripides"
at the end of the agon in Aristophanes' Frogs. Pretty soon after, there is a
steady flow of evidence which points to the extreme popularity of the loser
of the Aristophanic agon: vase paintings, fourth-century comic poets writing
plays entitled Oi>.e'upi7ti6ri(;, New Comedy appropriating Euripidean motifs
and techniques, and so forth. The story of success continues. Anthologies,
wall paintings, Roman tragedy, Clement of Alexandria, Heliodorus: Where
there is contact with Greek tragedy, it is normally being appropriated in its
Euripidean guise.' In the course of time, the loser of the Aristophanic agon
totally eclipses his rival in that contest, with Sophocles being relegated to a
clear second place.^ I do not think that we have been startled enough, if at
all, by this remarkable historical process. As naive Gavud^eiv may open up
paths to be explored further or evoke fruitful dissent, I wish to ask, '''Why
and how?"
Before I can proceed, this all-too-crudely put question calls for at least
some refinement. It hardly needs saying that the evidence of the agon of the
Frogs, and of comedy as a whole, for questions of the mental and social
history of literature is, to put it mildly, tricky. The picture of "Euripides" as
a trendy and morally dubious musical innovator, who has a pernicious effect
on the morals of his audiences and is hated by the gods, cannot be
accounted for other than as the result of a fascinatingly complex process of
comic filtering, transformation and distortion. Indeed, there is a strong case
for taking the very prominence and notoriety of "Euripides" in Frogs,
Thesmophoriazusae and elsewhere as indicators of a commonly
acknowledged artistic achievement and hence for inferring a
correspondingly high status of the poet in the society that constitutes the
audience. In other words, far from taking the "Euripides" of Frogs as a
marginalized, if boastful, underdog, it should be interpreted as underlining
Euripides' status as a classic by the end of the fifth century. This picture
' Th» best collection of material is the immensely learned survey-article by Funke (1965/6).
Schmid-Stahlin 1940 remains useful.
^ On Sophocles' reception in Rome, see Holford-Strevens 1999.
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would be confirmed by Plutarch's account of pirates and Athenian prisoners
reciting Euripidean songs and "whatever they could remember of his
poetry" to people in places as diverse as Caria and Sicily as well as by the
story about Sophocles' reaction to the news of Euripides' death—for all that
these anecdotal testimonies are worth.^
But this is hardly the full story. To labour yet again an important point:
Whatever and however extensive its distortions, a parody has to be a parody
of something, ultimately rooted in prejudices, fantasies, conflicts and
resentments that are, or have been, at work in the world of the audience who
are to decode it."* Seen from this perspective, the portrayal of Euripides in
Frogs makes sense if taken as hinting at the intrinsically provocative nature
of much of Euripidean tragedy. By creating scenarios in which
marginalized members of society reflect on the equality of human beings,
by making noble barbarians outdo their Greek counterparts, by devoting
much attention to the breach of sexual taboos Euripides goes beyond the
provocative potential inherent in the genre itself, particularly in its Athenian
contextualization, where the tragic story of interpersonal and civic disorder
is performed within a festive framework in which Athenian society
celebrates and asserts the viability and success of its political organization.^
Beyond the frolics of comedy, what is palpable in the agon of the Frogs are
the reverberations caused by a tragic poet who at some point of his career
became notorious for splitting audiences by confronting them in particularly
drastic ways with unsettling and unsettled issues of contemporary Athenian
discourse. These Euripidean politics of audience segmentation may be
substantiated by the well-known fact that Euripides was very often granted
the privilege of a chorus at one of the two big Athenian dramatic festivals
while at the same time scoring only few victories.^ This similarly points to
an uneasy and complicated relationship between Euripides and his very first
recipients in Athens, a relationship informed by appreciation as much as by
reserve. In the rich biographical tradition, at any rate, there is no shortage
of stories about Euripides causing uproar among his customers,'^ and against
the backdrop of my previous arguments this tradition perhaps ought not to
be discarded too lightly as wholly fictitious. Anecdotes like these may not
reflect contemporary truth, but they shed light on the recipients' (re)telling
and (re)constructing the story, and there is at least a chance that this
3 Plut. Nicias 29. 3-5; Vita Eur. p. 3. 11 ff. Schwartz = 1. 20 in Kovacs 1994a: 4-5. On
tackling anecdotes as evidence, see Sailer 1980 and Dover 1988.
'* The most recent discussion of these issues is Felling 2000: Ch. 7.
' A fine account of these dynamics is Michelini 1987: Ch. 3. On the interface between the
provocative genre and its festive contextualization in Athens, see Goldhill 1990b, with the
criticism launched by Felling 1997b: 234 f., Griffin 1998: 46-50 and, above all, R. Friedrich
1996: 263-68.
^ One posthumous victory and four victories in his lifetime, the first not earlier than 441,
while twenty-two times being granted choruses for a tetralogy (Schmid-Stahlin 1940: 322 f.).
^ Flut. Quomodo adulescens 19e and 33c, Sen. Ep. 115. 15 and Flut. Amatorius 756b-c (all
collected in Kovacs 1994a: nos. 44-47); cf. also Flut. De esu camium 2. 998e.
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includes recipients contemporary with Euripides. Controversy over
Euripides continues: In scholarly discourse, to adduce a final and important
strand of tradition, Euripides never ceases to provoke dissent, with the
spectrum of areas of disagreement ranging from dramatic technique and
characterization to an alleged atheism.^
Euripides as a playwright of provocation: I wish to use this notion to
rephrase the question I started out with. If a certain deliberately provocative
edge is one of the many facets of Euripides' complex oeuvre, how to
account for the process of transformation from Euripides the aKdv6aA.ov
into Euripides the classic? In other words: Is it possible to identify, in a
preliminary and slightly crude manner, some fundamental conditions of
reception which at least help to account for this fascinating phenomenon?
What makes Euripides so appealing to whom, on what grounds and in
which social contexts?
I insert two side-remarks on methodology at this point. The term
"reception," for a start, is as vast, popular and dubious as it is important.
Hellenists have a lot to learn from others, not least their Latinist colleagues,
who have continually perceived themselves as working on a culture which
is at the receiving end and hence have thought hard about the phenomenon.^
Without being able to argue this here, I believe that each of the two current
grand models, "fusion of horizon" (Gadamer, Jauss, Iser) and "dialogue"
(Bakhtin, Kristeva), is weak when it comes to accounting for the potentially
powerful role of the recipient in this process. Instead, I favour what I would
call "dynamic" notions of reception, that is reception as "social practice,"
"re-contextualization" and a "cultural construct." Given that many, of the
most interesting appropriations are asymmetrical processes in that it is the
recipient who deliberately chooses to make a text speak, what functions
does a text thus appropriated perform in the recipient's social and
intellectual environment?
Secondly, questions of "why" are always dangerous (which does not
prevent historians of every description from asking them, in various
rhetorical guises). When searching for "conditions of reception" I do not
wish to superimpose a teleological model of historical development which
is intended to "explain" a course of events by rendering it "necessary" and
"inevitable." My project is to identify, and weigh against each other, factors
which I believe to have facilitated and contributed to the reception history
as it is recoverable from our evidence. The results are a construct, like any
other attempt at historical understanding.
Elsperger 1907/10 provides a collection and discussion of much of the evidence from the
scholia; cf. also Roemer 1906 and Trendelenburg 1867.
' Martindale 1993: Ch. 1 and Hinds 1998: Chs. 1-2 are very stimulating contributions by
Latinists. Pfister 1985 offers an excellent "hands-on" discussion of the related topic of
intertextuality. A critical reader on reception theory is Holub 1984.
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"Conditions of reception," then, is a much more ambitious project than
can be contemplated here. In this quite preliminary paper I wish to focus on
one specific phenomenon, the role of Macedon in appropriating and
disseminating Euripides and tragedy as a whole, and to make only very
small hints at some other factors which I think a well-rounded discussion
would have to take into account. Two of these must be "theatricality" and
"emotional appeal." The unceasing theatrical power of Euripidean tragedy
was not lost even on those who are responsible for the often petty and
narrow-minded literary comments that make up our scholia on Euripides. '°
In conjunction with the documented unceasing stage-success of Euripidean
drama' • these may safely be taken as reflections of the appeal which
Euripides' great penchant for theatrical extravaganza continued to have on
his viewers and readers. Another factor worth examining must be what I
would call the "disiecta membra poetae" phenomenon or, even uglier, the
"fragmentability" of Euripidean tragedy. This would be relevant both at the
(narrowly defined) intertextual level of quoting isolated passages of speech
and/or song and at the theatrical level of performing (parts of) isolated
scenes in all sorts of social contexts. Both these points would come into
play when the attraction of tragedy in political discourse (oratory,
historiography) is considered. '^ j^y i^sj suggestion would be to examine
whether Euripides exerted a particular religious appeal in the crucial fourth
century, with its fondness for T-uxri as an all-overwhelming divine force.'^
Now, at last, Macedon. Why should Macedon have anything to do with
the propagation of tragedy in general and of Euripides in particular? There
is, of course, the Archelaus-connection. We know that Euripides spent the
last couple of years of his life in Macedon as a exaipoq at the court of
Archelaus, who drew into his sphere a number of artists of all sorts,
including Agathon and Timotheus. Considering the common Greek
perception of Macedonians as non-Greeks and judging from the popular and
persistent abuse of Macedonians as "barbarians" in fourth-century Athenian
political rhetoric and elsewhere,''* it seems fair to regard the strategy of
attracting top-notch artists from the cultural capital of the Greek world to
the northern court as part of an attempt to dispel the stigma of cultural
inferiority. Authentic or not, the anecdote about the Athenian delegates
who after Euripides' death went to Macedon to claim his bones but were
'° E.g. I Tr. 1 oXoc, in\ xov Gedtpou 6 EiipiTiCSriq, orZ Or. 128 ecpeXKUOTiKoq yap eoxiv
del [laXkov twv Geaxtbv 6 JcoiTixriq, ox> (ppovii^cov twv dKpiPoX.oyoijvTcav; cf. Ar. Poet. 13,
1453a23 ff. on Euripides' theatrically effective plot-structure.
" As exemplified by, for instance, reperformances during the Great Dionysia in 341 and 340
(/G2 2320,13 ff.), or South Italian vases which show a striking preponderance of motifs relating
to Euripidean drama (which ties in well with Plut. Nic. 29. 3 saying that of all Greeks outside
mainland Greece the Syracusans loved Euripides most).
'^ On fourth-century oratory and tragedy, see E. Hall 1995 and Wilson 1996.
'^ For TuxTi in Euripides, see Vasiliki Giannopoulou's paper in this volume.
'" Hammond 1989: 19-21; E. Hall 1989a: 179 f.; cf. also Hdt. 5. 22 and Antiphanes fr.
97 K-A.
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denied their request'^ very aptly illustrates the Macedonian quest for, and
insistence on, appropriation of Athenian culture and cultural reassurance:
"Euripides is ours." These politics of reassurance continue. Sparse as they
are, there are indications that Philip and Alexander took an at least similarly
strong interest in tragedy, with Euripides as its key representative. Thus
Diodorus' fascinating account of Philip's assassination (16. 92 f.) has the
tragic star-actor Neoptolemus privately perform for Philip a passage (incerti
auctoris) foreshadowing the king's doom. And it seems a safe inference
that the festive context—the marriage of Philip's daughter Cleopatra at
Aegae—included performances of tragedy in whatever format. Alexander,
the most fully documented Macedonian leader, is presented by
historiographical and biographical sources as profoundly familiar with
Euripides.'^ Even though many anecdotes will be instances of "tragic
colouring," i.e. part of the biographers'/historiographers' rhetorical strategy
of making the narrative polished, exciting and gripping,'"' they must
originate in an authentic and widely-known familiarity of the king with
drama. Whoever the source may be, Athenaeus relates the fascinating story
that the satyr-play Agen by the playwright Python was put on while
Alexander and his troops were celebrating Aiovuaia at the river Hydaspes
in India in 326.'^ The revealing use of an adverb as well as the order of
magnitude indicated by a probably stylized figure'^ underline the size and
the importance attached by Alexander to the drama-entertainment industry
from home {Alex. 72. 1, on events in late 324): "When he had come to
Ecbatana in Media and dealt with urgent matters, he was again {noXw) in
the theatres and at festivals, for three thousand performers (xexvixai) had
arrived for him from Greece."^^ Plutarch {Alex. 4. 6) lists among
Alexander's achievements the foundation of very many competitions, "not
only of tragic actors, of aulos- and cithara-players, but also of rhapsodes."
Upon his return to Phoenicia from Egypt in 331 Alexander is said to have
initiated most lavish dithyrambic and tragic competitions {Alex. 29. 1). The
whole of Chapter 29 is of unique value, as it affords an unparalleled glimpse
at the way in which dramatic competitions in the Macedonian context
'5 Gellius 15. 20. 10, with Hammond et al. 1972-88: U 162 and 391.
'^ Bosworth 1996b: 142-46 lists and discusses the relevant material, even though he is not
really alert to the problem of using "tragedified" narrative as historical evidence.
''Itself a point of interest, on which important observations are made by Mossman 1988,
Braund 1993 and Felling 1999.
•^ Athen. 13. 595d-f = TrGF 91 T 1. To judge from Athenaeus' quotations, the play's
political humour and topicality bear intriguingly close resemblance to Old Comedy. On the
play, see Stoessl 1963; Lane Fox 1986: 118; Goukowsky 1981: Ch. 5; and Koerte 1924: 220 f.,
who without any compelling reason advocates a performance in Ecbatana in 324.
'' Scheidel 1996. esp. 224 f.
2° Further evidence is collected in Pickard-Cambridge 1988: 279-81 and Csapo and Slater
1995: 231-38. See also Berve 1926: 73-76. On Diod. 17. 106. 4 f. and 110. 7, see below,
p. 457.
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could be organized. 2' Alexander appointed "the kings of Cyprus" to act as
choregoi, and Plutarch makes an explicit comparison with the Athenian
institution of the competitive choregia, of which Alexander himself may
well have been fully conscious. Elsewhere {De Alex. fort. 334e) the
information is added that on the same occasion "the most prominent among
the generals" were made judges. We have, of course, no idea how
representative this organizational framework is. If anything, Plutarch's
wording suggests that the "out-sourcing" to, and large-scale choregic
involvement of, several kings is the exception rather than the rule. And,
generally speaking, Plutarch remains a problematic source. But it is
difficult to resist using this and the other evidence assembled above to back
up two larger claims: that the Macedonian way of running dramatic festivals
could be modelled on the Athenian set-up,^^ which nicely fits the overall
picture of anxious Athenophilia; and that at the same time, as one would
intuitively assume, there were very pronounced differences of framework
between performances at Athens and those staged under the auspices of
Macedonian monarchs. Royalty, most prominently but not exclusively the
king himself, was, literally, running the show, which surely resulted in
specific pressures on contemporary playwrights and performers alike (for
one such instance see pp. 462 ff. below).^^
Important as it is, the Macedonian quest for reassurance is only one
facet of a complex cultural phenomenon, to be supplemented by at least one
other: cultural transfer/Hellenization. Given the interest in drama as one of
the most spectacular and flamboyant achievements of Greek polis-culture,^'*
the emergence of Macedon as a world-power must have contributed
substantially to the spread and popularity of (Euripidean) tragedy both in the
Balkans and in the newly conquered areas of Asia.^^ Indeed, many cities,
even in the remotest parts of Alexander's empire, are known to have had
^' See also the judicious discussion of this passage in Wilson 2000: 287 f.
^^ In Plutarch's story this mimicry includes "nicking" the star actor Athenodorus who was
due to appear at the Great Dionysia in Athens.
^^ At Aigai the theatre is very close to the royal palace, and an architectural link has been
claimed (Scaparro et al. 1994: 317; Wiles 1997: 38, with further literature). The theatre at Ai
Khanoum (see p. 457 below) has three separate loggias instead of one continuous prohedria.
Whatever their exact purpose, this peculiar demarcation within the seats of honour mirrors a
hierarchy typical of a monarchical society (pace Bemhard 1978: 436 f.).
'^*
Pausanias (10. 4. 1) tellingly regards a Beaxpov as one of the defining characteristics of a
polls, together with administrative buildings, a gymnasium, a market-place and water-supply.
^^ Two anecdotes by Lucian and Plutarch are nice, though far from reliable, evidence for the
spread and intellectual impact of Euripidean tragedy in these areas: the clinical Euripides-
mania in Abdera during the rule of the Macedonian Lysimachus around 300 (Lucian, De hist,
consc. 1; see John Gibert's paper in this volume) and Plutarch's account {Crassus 33) of the
Parthian reaction to the arrival of Crassus' head in 53, which features Parthian and Armenian
rulers imbued with Greek culture and the Greek actor Jason (allegedly with choreutai at hand)
putting on bits and pieces from Bacchae (cf. also Plut. De Alex. fort. 328d, where "Gedrosia" is
probably a general indication of the Far East). As regards Crassus, Braund 1993 nicely
demonstrates Plutarch's rationale for deploying tragedy throughout the biography, especially
its closure. The give-away of the passage is that for Plutarch and his audience the Parthians'
"tragedified" response is imaginable and plausible.
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theatres. Ai Khanoum, to start with a spectacular site, is a case in point.
Founded probably by Alexander in Bactria (today's Afghanistan) at the very
edge of the sphere controlled by Greeks and destroyed by Asian tribes in the
mid-second century BC, this Graeco-Bactrian site on the Oxus River boasts
a large theatre built c. 200 BC and seating at least 5,000^^ (i.e. in the same
league as Epidaurus in its first phase),^'' along with other Hellenic
institutions (gymnasium, acropolis). A similarly remote theatre is that of
Salmous, in which Alexander is said to have held scenic competitions
(Diod. 17. 106. 4 f.). The site has not been securely identified,^^ but, if
Diodorus' information is sound, it must be on or close to the coast of
Southern Pakistan/Iran. Babylon had a Greek theatre (smaller than that at
Ai Khanoum and perhaps as early as the late fourth century), ^^ and
Ecbatana saw dramatic competitions while Alexander was resting there
(Diod. 17. 110. 7), which, in conjunction with Plutarch, Alexander 12. 1
(quoted above), strongly suggests the existence of at least one permanent
Oeaxpov in the capital of Media. Moving closer to the Mediterranean, a
glance at the map provided by Bemardi Ferrero in her standard account of
theatres in Asia Minor^^ shows an impressive density. Theatres have been
found at Termessus, Palmyra, Sardis, Philadelphia (Amman), Gerasa and so
forth: "There were few cities that did not possess them" (Jones 1940: 233).
Needless to say, theatres are multi-functional sites that were used much,
perhaps even most, of the time for purposes quite different from producing
drama. Hence the intrinsically likely and common-sensical claim that these
theatres would at least sometimes host dramatic performances needs the
support of evidence literary, epigraphic or papyrological. I am not yet in a
position to provide this evidence on the basis of an in-depth survey. My
results for now are somewhat impressionistic, but here as elsewhere it is my
feeling that evidence presents itself, without self-delusion, just when we get
rid of our Athenocentric blinkers and seriously start looking for it.
Tellingly enough, a strong case for dramatic performances can be made
for those places which are furthest away from the Greek mainland:
Salmous, Ecbatana, some place on the Hydaspes in India and Ai Khanoum.
For the first three venues the case rests on the testimonies of Diodorus,
Plutarch and Athenaeus quoted above, for Ai Khanoum on papyrology. In
the wake of the French excavation of this fascinating site (sadly interrupted
by the Afghanistan conflict), two literary texts from the third century BC, on
papyrus and parchment respectively, have been edited in a fine
26 Bernhard 1976: 314-22 and 1978: 429-41, esp. 432 and 437; Scaparro et ai. 1994: I
210 f. On Ai Khanoum in general, see Rapin 1990 (best introduction). Cf. also Sherwin-White
and Kuhrt 1993: 170-80, esp. 178 f., as well as Shipley 2000: index and fig. 8.5.
2^ Gerkan and Mueller-Wiener 1961: 76-81.
^^Goukowsky 1976:264.
29 Wetzel et al. 1957: 3-22, esp. 20.
2° Bemardi Ferrero 1966-74: vol. IV, table VII. The evidence is updated by Moretti 1992
(with another impressive map on p. 10).
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publication. 3' They were found in a room that was part of the palace,
although the excavators are inclined to regard it as a library (or part of one)
that was accessible to more people than those attached to the palace (which
may be wishful thinking).^^ The papyrus, material which is only available
from places a few thousand miles away, contains parts of a dialogue on the
theory of ideas presumably written by Plato, Aristotle or one of their
followers. The elegantly written parchment fragments consist of iambic
trimeters, and hence are almost certainly part of a dramatic text. Badly
mutilated as they are, the scraps mention marriage (of a female deity?) and
Dionysus. Tragedy is the most likely genre, although satyr-play cannot be
excluded and comedy remains a (remote) possibility. I do not wish to
suggest that the Greek soldiers stationed at the very frontier of Alexander's
conquests spent their Bactrian days alternating between reading philosophy
and watching travelling actors perform Euripides. Conversely, it would be
exaggerated scepticism to subscribe to the other extreme and claim that in a
city which had a large theatre and in which at least some people even read
tragedy dramatic performances were unheard of. A fountain-gargoyle in the
shape of a comic mask found at Ai Khanoum supports the existence of such
performances.^^ Hellenic culture manifests itself in various forms
throughout the new empire, but theatre, dramatic competitions and tragedy
seem to be part of the standard package which makes it into the remotest
parts of the vast territory.
For Asia Minor proper there is also a strong, if not overwhelming, case
for linking the spread of theatres with Alexander's conquests and the
consequent Hellenization. None of the excavated theatres in Asia Minor,
with the possible exception of that at Miletus, is older than the third century
BC, and both authorities on the subject draw a strong conclusion from this:
"Le theatre micrasiatique nait apres la conquete d' Alexandre. "^"^ While in
its rigidity this statement must be wrong—the places of origin of fourth-
century playwrights and actors include Chios, Ephesus, Rhodes (or
Smyrna), Phaselis (in Lycia) and Halicamassus, which presupposes thriving
theatre-traditions in these places,^^ and on the whole the story must be a
different one for earlier Greek colonies and newly-Hellenized cities—it
makes perfect sense to interpret the archaeological record as the result of a
rapid third-century expansion of a deeply entrenched cultural institution.
Beyond Macedonian reassurance and Hellenization, a third and last
path to be explored is the relation of Macedon and its kings with the god of
^' Rapin and Hadot 1987 and Bemhard et al. 1973-92: VIII (1992) 115-30, with further
bibliography on p. 387.
32 Bemhard et al. 1973-92: VUI (1992) 124.
" Bemhard et al. 1973-92: V (1986) 107 f., with figs. 87-90; Lane Fox 1980: 427.
3" Moretti 1992: 1 1; cf. Bemardi Ferrero 1966-74: IV 9.
35 Taplin 1999: 35.
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the theatre, Dionysus.^^ That the cult of Dionysus was particularly popular
in Macedon is supported by solid evidence not only from literary sources
(which particularly emphasize the strong Dionysiac inclinations of
Alexander's mother Olympias).^^ A high frequency of proper names related
to Dionysus has been observed, ^^ the cult was widespread^^ and bacchants
had special names."*^ It therefore comes as no surprise that the iconography
of the magnificent late fourth-century bronze crater discovered in Tomb B at
Derveni (not the one in which the famous papyrus was found) is fully
Dionysiac.'** While I will argue below that the popularity of the Dionysus
cult in conjunction with the Macedonian quest for self-assertion makes for a
different contextualization of the Bacchae (if ewer performed in Macedon),
the intriguing broader question to be asked at this point is whether there
may be some genealogical and therefore ultimately ideological link between
the Macedonian rulers and Dionysus, and thus with drama. To be sure, two
mid- and late-third-century diadoch-successors of Alexander, Ptolemy III
(Euergetes) and Ptolemy IV (Philopator), did regard Dionysus as their
ancestor in the genealogy given below, as is attested by a contemporary
Zeus
_J
Heracles
-
I
Dionysus
Deianeira
Hyllus
I
Anstomachus
Temenus
^^ However much present-day scholars may disagree about just how much Dionysus has to
do with tragedy, especially its origins (Henrichs 1994-95; R. Friedrich 1996 and 2000; Seaford
1996b; Easterling 1997b), it is impossible to deny a firm and vital connection between
Dionysus and the theatre as a whole in the perception and social practice of theatre-viewers and
-practitioners from the fourth century onwards at the very latest. Iconography and expressions
like Aiov\)aoK6^aKe(; for actors (Arist. Rh 3. 2, 1405a23 f.) and Aiovuoou xexvixai (attested
since the early third century) are clinching.
3^ Plut. Alex. 2. 5; Athen. 14. 659f; Duris, FrGH 76 F 52.
3^Sittigl911:87.
39 Baege 1913: 77-106, esp. 87; Jeanmaire 1951: 351-57; Nilsson 1967-74: II 567 f.
'^^ AacpuoTiai and MinaA^ve(; (Z Lycophron 1237).
"' Makaronas 1963; Giouri 1978: 66-76; Obbink 1994: 125 n. 52. The most accessible
illustration may be in Lane Fox 1980: 404.
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inscription from Adulis'*^ and by Satyrus.'*^ In this pedigree Dionysus, quite
contrary to his usual role as the outsider, beomes a dynastic insider, with
considerable potential implications for the ideological function and
embeddedness of tragedy. Yet, while Dionysus was surely important for
Alexander and, like Achilles and Heracles, functioned as a role-model,'*^ an
important passage in Arrian very strongly suggests that, while Alexander
assimilated himself to Dionysus, a proper genealogical link with this god
(which is a different thing) did not exist during Alexander's lifetime.'*^ If
anything, Alexander stylized himself as the son of Zeus-Ammon, while
Dionysus as an ancestor of the Macedonian royal house seems to be a
Ptolemaic innovation.
This chimes well with the attested festive contextualizations of
dramatic competitions organized by the Macedonian kings, which seem to
have been much less centred on Dionysus than in Attica. As far as I am
aware, Athenaeus' story about Python's play Agen, said to have been
performed during Aiovijaia at the Hydaspes (above, p. 455 with n. 18), is
the only explicit mention of a festival in honour of Dionysus under the
auspices of a Macedonian king featuring dramatic performances—of
whatever format this festival may have been and whatever the value of
Athenaeus and his source in the first place.'*^ On the contrary, the one
surely permanent Macedonian festival we know something about points in a
different direction: The festival at Dion, initiated by Archelaus and,
tellingly enough, apparently expanded by Alexander to nine days, was not
dedicated to Dionysus. It was called "Olympia" and was dedicated to Zeus,
the ancestral god whose worship in Macedon outshone that of other deities.
^•2 Dittenberger 1903-05: vol. I, no. 54. 5 f.
^^ Satyrus, FrGH 631 F 1 and P.Oxy. 2465 (vol. XXVII, 1962). He comments on the fact
that Ptolemy Philopator named the first tribe of Alexandria after his ancestor Dionysus and its
demes after Dionysus' various offspring. Cf. Nock 1928: 26 n. 22; on Ptolemy Philopator's
obsession with Dionysus, see Nilsson 1967-74: II 161 f.
'''* Bosworth 1996a: 118-22 and 1996b passim, who argues that the Indian campaign was
cardinal. A more sceptical stance is taken in a splendid piece by Nock (1928). The Antigonid
Demetrius Poliorcetes was probably the first to make self-stylization as Dionysus and a
Dionysiac way of living an all-pervasive political programme; see Immisch 1931: 1-12 and
16 f.
^^ Arrian 4. 10. 6 (the Callisthenes-episode, a sympotic discussion on performing
Ttpooiojvriovq in reverence of Alexander): "Anaxarchus started off the discussion by arguing
that Alexander would be far more justly considered to be a god than Dionysus and Heracles,
not only on account of the magnitude and kind of Alexander's achievements, but also because
Dionysus was a Theban, without a connection with the Macedonians (ouSev ti itpoafiKcov
MaKe56oi), and Heracles an Argive, again unconnected except for his link with Alexander's
family (o\)5e ovxoc, npoariKcov oti \ir] KaTct yevoq x6 'AXe^dv5po\))." The only evidence for a
genealogical link between Dionysus and Alexander is in a very dubious source, Ps.-
Callisthenes I 46a Kroll (= the "Alexander Romance") as part of a very dubious story. On the
whole problem, see the items mentioned in the preceding footnote, Goukowsky 1981: Ch.l,
Bosworth 1989: 278-90 and Rice 1983: index. Hammond et al. 1972-88: II 13 misleadingly
simplifies the issue.
^^ Cf. also the Dionysia allegedly celebrated by the Macedonian governor Philoxenos (Ps.-
Aristotle, Oec. 1351b36-52a8, with Wilson 2000: 288 n. 1 1 1).
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and perhaps also to the Muses."*^ It is self-evident why the association with
the boss of the (Macedonian!) Mt. Olympus rather than his eccentric
second-in-command should be attractive to the ambitious Macedonian
rulers. Philip's games, again called "Olympia," to celebrate the capture of
Olynthus in 348 (Dem. 19. 192), fit well into this picture, which contrasts
with the exclusivity which Dionysus enjoys in the dramatic festivals of
Athens and Attica. Surely the Macedonian kings were not the first to widen
the ritual framework of dramatic performances to include deities other than
Dionysus: Evidence from outside Attica attests links of other deities with
long-established festivals which featured drama, for instance Apollo in
Syracuse and Hera in Argos, even though Dionysus must have had strong
links with the festive contexts of dramatic performances outside Attica as
well.'*^ To introduce a key term at this point already, the Macedonians' role
was largely that of catalysts, amplifying and disseminating certain
tendencies rather than initiating them.
To substantiate and to illustrate the potential dynamics and interplay
between tragedy, Euripides in particular, and Macedonian ideology I wish
to focus on two case studies where, I submit, the Macedonian environment
does make a difference. This is part of a larger issue. We have always
known that fifth-century tragedy was reperformed, and more recently even
reperformances of fifth-century comedy have become a virtual certainty. To
come to grips with this phenomenon, i.e. the interface between performance
and reception, it is high time to stop pretending that reperforming a play is
more or less the same thing as performing it for the first time. "More or less
the same thing" is precisely the term that cries out for further scrutiny. In
the present context the question has to be: Is it possible to pin down
instances of a specifically and distinctly Macedonian way of experiencing
tragedy?
My first case is as predictable, tenuous and speculative as it is
intriguing. I wish to revive, and toy with, the suggestion that the Bacchae
was put on the stage not only at the Great Dionysia in Athens (where we
know the play to have been performed),''^ but also, and perhaps for the very
first time, in that place where the play is quite likely to have been
completed: at Archelaus's court.
The idea itself is, of course, not at all new. Apart from Euripides'
biography, it is traditionally based on a peculiar localization, the mention of
the two Macedonian rivers Axios and, most of all, the inconspicuous Lydias
""^
Diod. 17. 16. 3 f. and Arrian 1.11.1, with Bosworth 1980-: ad loc.
'*^ Easterling 1997c: 223 f.; Csapo and Slater 1995: 186-206; Le Guen 1995: 64 f. The
third-century Tegean inscription (Dittenberger 1920: no. 1080) which I will discuss in detail
below is invaluable evidence for dramatic festivals dedicated to deities other than Dionysus
while at the same time underlining Dionysus' eminent position as the god in whose honour
many, if not all, dramatic festivals were held: koi xoxic, kutci noKt\.c, dycbvaq oicriviKOuq
Aiovijoicc Kal el' xivai; aXhic^ eoptaq ai jioXek; Tiyooav
.
''^ I Ar. Ran. 67; cf. Dodds 1960: xxxix f.
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in the choral song at 565-75. ^^ In his contribution to this volume Eric
Csapo advances a novel argument (p. 414) in favour of a Macedonian
performance which is based on the strikingly high percentage of choral song
in this late play. Unless new evidence presents itself, the case will never be
conclusive and surely cannot be pressed. But playing with this enticing
assumption for a moment, it is worth while to go one step further and ask:
What difference would a Macedonian contextualization make? In the light
of my previous argument I suggest the following: When performed in the
context of a monarchical society on the fringes of the Greek world
struggling for cultural identity and acceptance as much as for political
power, a play like the Bacchae about a deity who is popular in Macedon
coming into mainland Greece and being denied recognition in the form of a
cult, which in turn provokes the deity's cruel revenge, is bound to evoke in
at least some Macedonian recipients connotations and overtones different
from those experienced by Athenians. It is difficult to be more precise than
these nebulous "connotations and overtones." I would suggest that the
specifically Macedonian experience includes sympathy for Dionysus the
outsider as well as for his aggression and revenge, but also different
responses to the predicament of the monarch Pentheus.
At the same time, however, it must be noted just how subtle this
Macedonian link would be. The localization at lines 565-75, if inserted to
please a Macedonian audience at all, is brief, made in passing and of no
further relevance. Neither through aetiology nor by any other means is
Macedon, let alone its royal house, firmly built into the play. 5' The case for
ideological overtones is wholly external. It rests solely on the assumption
that, if Macedon ever hosted a performance of this play, Macedonian
recipients would be socially conditioned to view it with a different mindset,
a point that would still hold true even if the Bacchae were written primarily
with an Athenian audience, or any other non-Macedonian audience for that
matter, in mind.^^
I am on much safer ground with the Archelaus, the Euripidean play that
is at the core of my second case study, an extremely important and well-
known inscription (Dittenberger 1920: no. 1080; Csapo and Slater 1995: p.
200, no. 163):
5° Cf. Dodds 1960: ad loc. and Seaford 1996a: ad loc, also Rizzo 1981: 16-24 and Polacco
1986: 19. At 572 the ms. tradition suggests a third river which remains unnamed and is called
"father." Kranz 1933: 311, comparing Hec. 451-54, thought of the Apidanus in Thessaly. But
a look at a map instantly identifies the only possible candidate, the Haliacmon, by far the
largest river of Southern Macedon. It may conceivably be called "father" because of its size
and importance, and it would have to be crossed by the Bacchants on their way to central
Greece after the Axios and the Lydias. Probably, however, the text is corrupt, and Ferrari's
conjecture eliminates the third river; see Diggle 1994a: app. crit. and Easterling 1994: 77 f.
^' Unless the lacuna after 1329 contained statements to this effect, which is very unlikely
indeed (cf. Dodds 1960: ad loc. and Seaford 1996a: ad loc.).
^2 Thus Taplin 1999: 44 n. 34, with reference to the way in which Mt. Cithaeron is localized.
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Aiovijaia [xa] iieydXa [ev] 'AOfivaic; ['Op]eaxT|i [E{)]pi7ii5o\).
[IcoTJfipia [ev] AeX(poi<; 'HpaK^ei [Ev)]pi7ii5o\), ['Av]Ta{coi
'Apxeaxpaxov.
[nxo]Ax|iaia ev 'AXe^avSpeiai [av]5pa(; [7l\)]Y^Tlv.
'Hpaia 'H[p]aKA.ei E^pi7ti5o\), 'ApxeX,do)i Ei)pi7ii6o\).
Ndia ev A(o5covrii 'ApxeAxxcov Ei)pv7i{5o\), 'AxvA,A^i Xavpfinovoq.
Kttl xovq Kttxd KoXeic, dycovaq aKTiviKo\)(; Aiovvaia Kal el' xivaq aXkac,
eopxdc; al noXtiq fiyoaav oySoriKovxa okxco.
An actor, who remains anonymous for us, set up a record of his victories in
Tegea, presumably his home town. Apparently specialising in the
production of Tialaiot 6pd|xaTa, he proudly lists his six victories in
prestigious dywveq axecpavixai, that is contests rewarding the winner with a
crown as opposed to a lump-sum of money only (dycoveq xpTmaxixai).
Apart from being a successful star-actor he must have been a great thug too,
to judge from his victory in the boxing contest at the Ptolemaia in
Alexandria. The inscription closes with a mention of the less prestigious
victories rewarded with a money-prize: "and 88 victories in the scenic
competitions organized by cities, Dionysia or other festivals which the cities
were celebrating." Enough information is provided to allow a rough dating
between 276 and 219.53
This is gold-dust for anyone interested in the after-life of drama. The
first' point to note is the largely unsurprising fact that the repertoire of this
travelling actor is highly Euripidean. For every victorious contest he has
chosen at least one Euripidean play, for the Heraia at Argos two. The all-
time favourite Orestes^"^ got him the prize at the Great Dionysia at Athens.
Nor does his having performed the Heracles both at Delphi and at Argos
arouse suspicion. What is peculiar is the prominence of the Archelaus, part
of his repertoire in two victorious contests, at Argos and Dodona. Why
should those audiences be particularly attracted by a play with in-built
Macedonian ideology? After all, the play did no less than dramatize the
foundation myth of the former Macedonian capital Aegae and celebrate the
Greek ancestry of a Macedonian king. Characteristically, the principal
function of the play in its original performance context seems to have been
^^ The IcoTTipia in Delphi were founded in 276 (Dittenberger 1920: nos. 402 and 408);
Dodona was devastated by the Aetolians in 219 (Polyb. 4. 67. 3 f.).
^^
"This play is one of those that are most popular in the theatre . . ." (^Hyp. II 43), and there
is more evidence that this daring and challenging piece was, interestingly enough, to become
one of Euripides' most successful. Reperformances at the Great Dionysia in Athens are
attested for two consecutive years (/G IP 2320. 13 and 19). The scholiastic tradition is
extraordinarily rich and often refers to oi vuv ujtoKpixai (Z 57, 268, 643, 1366). On the impact
of the Phrygian's monody, cf. Frogs 1329-63, with Dover 1993: ad loc. and Biehl 1975: 128
ff., in his testimonia selecta. On the musical impact of the parodos, Z Or. 176b, D.H. De comp.
verb. 11, and, on the theatricality of the madness-scene, cf. the wall-painting from Ephesus
(second half of the 2nd cent. AD) in Strocka 1973: 366 ff. More material in W. G. Amott
1983: 13.
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self-assurance, in two respects: to validate the Hellenic origins of the
Macedonian royal house and to endow the illegitimate and murderous
present king, Archelaus, with a decent pedigree. Small wonder the orator
Libanius even called it a 5paiia MaKe6oviK6v as much as a 8pa|ia
'Atxik6v.55 Why^ then, should an actor of the third century believe that he
could gain a competitive advantage by choosing it?
Herzog gave an answer to this question which is reiterated to the
present day: The actor was a great boxer, so he must have been a great
Heracles, Orestes and Archelaus too, which opens up "eine traurige
Perspektive auf den Niedergang der tragischen Kunst" (Herzog 1901: 444).
There may be some truth in this, although I am far from sure of that. And I
am confident that the really relevant issue is a different one. There is an
obvious sense in which audiences at Dodona and Argos should be pleased
by the Archelaus, as both places feature in the myth. The priestess of Dione
at Dodona gives an oracle to the then childless Temenus about the career of
his son Archelaus, and Archelaus' family is living in Argos until Archelaus
is forced by his brothers to leave the city. We know that both events were
actually mentioned by Archelaus in the prologue (fr. 228a. 17 ff. Kannicht,
in Jouan and van Looy 1998). I therefore venture to infer that the Tegean
inscription is fascinating evidence for an actor choosing a particular play to
satisfy local pride and vanity.
But admittedly both local references are perfunctory and of minor
importance to the play. This makes me wonder whether there is more to the
actor's choice. My train of thought is more than obvious by now: Did the
Tegean actor play the "Macedon card" to enhance his chances? This is
tricky ground. Argos, to be sure, was under Macedonian control (Antigonus
Gonatas) during the third century. The Heraia at Argos were celebrated in
honour of the wife of Zeus, who, as will be remembered, is the divine
ancestor claimed by the Macedonian kings. The festival was run by an
(XYCOvoGexTiq (Plut. Demetr. 25. 2) and, given the prestige of this office^^ as
well as the importance and representational value of the festival as a whole,
it is likely that the organizers were of pro-Macedonian stance. In this
environment, a play like the Archelaus—as well as the other choice of the
anonymous actor, the Heracles—would be certain to encounter a certain
good-will factor at least on the part of the important people involved.
The Naia at Dodona are a different case. It is the show-festival of
Macedon' s neighbour, the kingdom of Epirus. Relations between the two
neighbours are hostile for most of the third century—with one notable
exception, the alliance between Macedon and Epirus which was established
around 239 by the marriage of the Macedonian king Demetrius II with
Phthia, the daughter of Alexander of Epirus. The alliance seems to have
ceased to exist either with the end of the Epirote royal house in 233, and the
" Liban. Decl. 23. 70 (VI 420. 1 ff. Foerster) = test. 5 in Harder 1985: 146.
56 See Wilson 2000: Ch. 6, esp. 270-76.
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subsequent foundation of the Epirote League, or with Demetrius' death in
229.^^ This should, first of all, be used to date the inscription of the actor
from Tegea more closely. A performance of the Macedonian charter-myth
drama at the show-festival of Epirus makes sense—and, I believe, only
makes sense—in this climate of political rapprochement, thus providing 239
as the terminus post quern for the inscription. Secondly, it illustrates the
interaction between dramatic performance and political opportuneness. I
suggest that by choosing the Archelaus for the big festival at Dodona in this
political atmosphere, the clever Tegean actor killed two birds with one
stone: a play by the all-time favourite among the big playwrights of Tia^aia
5pd|xaxa which was sure to go down well with Macedonians and Epirotes
alike.^^
To sum up. Cultural self-assurance, Hellenization and the potential of
being tinged with, and contextualized within, ruling-class ideology
—
tragedy is the ideal vehicle for performing any of these social functions
among its Macedonian recipients. Tragic drama is prestigious, mobile,
gripping and manifold, easily communicable to large numbers of people at
any one time, surprisingly Panhellenic despite various degrees of in-built
"Athenianness" and, apart from the Dorian colouring of choral songs,
written in Attic Greek, the dialect which, in clear acknowledgement of the
leading cultural and intellectual role of Athens, the Macedonian elite
accepted as the basis of koivt] Greek that was to become the language of the
Macedonian empire. ^^ In this process of appropriating tragedy Euripides
plays a key role as the most eminent of the great tragedians, although the
birth of Euripides as classic surely did not take place in fourth-Century
Macedon. It is the audiences of the late fifth century who made him a star,
not only in the "epicentre" of dramatic production, Athens, but also in
Megale Hellas and, it appears, all over the Greek world.^°
Macedon 's role is that of the eager appropriator and disseminator. Its
part in the history of Euripides-reception may best be described by invoking
a commonplace chemical metaphor: Macedon is a catalyst. Two things
make the case of the Macedonians particularly interesting. There is, first of
all, their cultural position. Of all recipients of Greek tragedy in antiquity the
Macedonians are the closest outsiders, chronologically but also culturally
and ideologically speaking. Unlike Romans or Christians, for whom
closeness to Greek culture is a serious problem in need of extensive
" Hammond et al. 1972-88: III 321-36; Walbank in CAH VII.l 452; Hammond 1967:
588-97.
^^ Are the Achilles- and Heracles-roles to be connected with Macedon as well? Both were
Alexander's ancestors (Plut. Alex. 2. 1; Diod. 17. 1. 5) and both genealogical links were very
important to him (cf. Lane Fox 1997: index s.vv. "Heracles" and "Achilles"). The Heracles-
link in particular invited self-stylization as a super-hero and benefactor of mankind (Bosworth
1996a: 59 and 118 f.).
^^ Morgan 1998: 180, with further literature.
^ As to Hellenistic Athens, interesting material on Euripides-reception in Perrin 1997, esp.
213 f.
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reflection, the Macedonians, at least their elite and at least as far as we can
tell, desperately and unequivocally strive to be acknowledged as a fully-
fledged part of Greek culture, and tragedy is a main vehicle for achieving
this. In turn, the Macedonian expansion takes tragedy into new territory.
Secondly, Macedon is a fine, if frustratingly under-documented, test-
case for the re-contextualization of drama. If there has been one
achievement in drama studies over the past thirty or so years, it is that of
getting the texts out of the mould of the purely literary and of connecting
them with the society that produced and watched them, the people who were
gripped and entertained by them. Sociological approaches, performance
criticism, the study of religious frames—all these still popular interpretative
strategies share this tenet of trying to contextualize drama. One of the
attractions of reception-studies is that they take this fruitful approach one
step further towards re-contextualization. What happens when a society like
the Macedonian—a monarchy, an emerging world-power, a close
outsider—makes contact with Greek tragedy, at a time when tragedy is still
part of a most vibrant performance tradition which entertains the masses
rather than being the prestigious pastime of a bookish elite?
"Why and how did Euripides become the tragic playwright?" had been
my starting point. I have identified, and discussed in a rather simplistic
fashion, some of the main factors which, I believe, contributed substantially
to rendering tragedy attractive to its recipients. Although I started out with
Euripides, the focus naturally widened to cover aspects of the appeal of
tragedy as a whole. These are nothing but first thoughts, and both the
question I have asked and the answers I have provided in my anxious
narrative are in need of more sophistication.^'
One of the official objectives of the Banff conference was to "seek
directions for the next generation's work." Hence I conclude this
preliminary paper with a similarly preliminary glimpse forward, fully aware
that, again, my main point requires more and better argument than has been
offered here. With a whole range of Hellenists, Latinists and social
historians currently working in the area it is clear that reception history of
Greek drama will be big business over the next decade or so. The question
of how vital a part of the Greek cultural heritage tragedy is and how deeply
ingrained it is in peoples' lives will be an important item on the scholarly
agenda. One of the effects of this research will, I believe, be an evolution of
our field beyond the Athenocentric civic-ideology approach to Greek drama
^' When, for instance, crudely claiming a certain trend from provocativeness towards
becoming a classic, I have not dealt with the question to what extent that very provocativeness
of Euripidean drama can be exactly what certain recipients may have found appealing about it.
Nor have I discussed how the provocativeness of Euripidean protagonists like Medea,
Hippolytus or Pasiphae differs from that of Sophoclean characters like Ajax or Antigone. The
results would help explain why since antiquity the provocativeness of Sophoclean drama has
been an underestimated phenomenon, while Euripides may constantly have been overrated in
this respect.
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which has, fruitfully, been dominating our mode of thinking for quite some
time now.^2 jq avoid misunderstandings I must emphasize my conviction
that this valid and essential approach will not, and cannot, be "torpedoed."
But it will be put into perspective,^^ along the diachronic axis through
reception-studies, along the synchronic axis through greater emphasis on
ritual frames (including aetiology) and hence the playwrights' strategy to
create a (bridgeable!) distance between the world of the play and that of the
audience. The impact of Greek tragedy goes far beyond that place where
most plays we know of were produced for the first time. And its
appropriations by kings, scholars, poets, politicians, philosophers and others
show that its power, appeal and messages extend beyond civic ideology.
Greek tragedy is more than tragedy in Athens, and more than democratic
drama.^
Merton College, Oxford
^^ Thus in an important, wide-ranging and well-documented piece on poleis and drama in
Hellenistic times Le Guen 1995: 78 f. maintains that tragedy continues to teach citizens
democratic virtues and comes close to arguing that tragedy, if performed in poleis without a
democratic tradition and without the festive context known from Athens, is not tragedy proper.
^^
I am far from being the first one to make this obvious point: Feeney 1998; Griffin 1998:
60 f. and 1999: 90 f.; Taplin 1999: 54-57. Important on the whole issue: Griffith 1995, esp.
107-24.
^ Many thanks to Tom Braun, Eric Csapo, Jeff Lemer, Chris Felling and David Sansone for
criticism and advice.
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Griffith, M., 109-10
Guillen, C., 25
Halliwell, S., 62
Harrison, Tony, 1 1-12
Heilman, R., 38
Helen, 119,220-21,356-57
Henrichs, A., 186
Herder, J. G. von, 416
Hermione, 357-59
Homer, 19, 117-28,371-72
hymns, 183-97
hyperesia, 238^5, 248
iconography, 300
initiation, 202-04, 210-1 1, 215
Iphigenia
in M, 47, 51-53
in 77,199-216
Iser, W., 453
Jauss, H. R., 453
Kennelly, Brendan, 12
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Miller, M. C., 350, 357
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Python, Agen, 455, 460
Rabinowitz, N., 10
Rame, Francesca, 1
1
realism, 93-105
recognition, see '''anagnorisis"
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Trachiniae, 37
Soyinka, Wole, 4—6
stagecraft, 325^1
Steadman, P., 1
Steiner, G., 9
Suzuki, Tadashi, 6-7
Taplin, O., 59, 296, 297, 300,
304-20, 327-29
Telemachus, 118-19
Theater of Dionysus, 299, 377-
98
theatrical space, 1
theatricality, 454
theoxenia, 220-21
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